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CHAPTER I 
INTRODUCTION 
I 
Narrative in India is as old as literature. India is the cradle of narratives. 
Narratives in prose particularly fiction too is very old. Narrative fiction has been a 
part of Indian literature for more than ten centuries, but the upsurge of the novel 
form occurred during India’s confrontation with the west through colonization. It 
would not be out of place to mention that Kapil Kapoor asserts that novel form 
has evolved from Sanskrit narratives. All over the world the novel has become 
the dominant literary form. Wherever literacy has spread, the novel-realistic, 
precise, this - worldly, has swiftly followed. "The Art of fiction,” as Henry James 
reverently called it, is not reserved for a few initiates. The modern world demands 
novels, just as it demands films and television program. Indeed, it is only through 
the novel that literature, the unglamorous written world without colour or 
illustration, is able to compete with its brash competitors of the screen. 
 
No other form of literature would suit better to reflect and represent the 
present chaotic situation of the universe in general and nation in particular. It 
should be evident that the novel is adapted to any culture which shares some of 
the rational, scientific, inquisitive tendencies and also almost world-wide, curiosity 
about society. In the modern world, all these interests develop with education 
and literacy. So the novel has become international. 
 
India had many cultural conditions favorable to the novel before she came 
into contact with Europe. But now she has social forces actively favorable to the 
production of fiction: a large audience, an educated class, a new questioning of 
age-old socio-religious dogma, and a consuming urge for knowledge and 
interpretation of society. Novel has proved to be the best instrument of reflecting 
the prevalent social circumstances and recording the changes. Apart from 
  
changes perceived in political, religious, economic, social and cultural structures 
of India, a change was also eminent in the position of women. As a result of Raja 
Rammohan Roy's efforts and under the great motivation of Gandhiji, women 
came out of the four walls and zealously participated in the struggle for Nation's 
freedom. This in turn led them towards their own emancipation. The socio-politico 
environment of the nation and status of women are mutually correlated. This 
correlation is genuinely perceived by the novelist and presented through novels. 
The interconnectivity of locus of women and rise of novel and nation is best 
explained by Namwar Singh. In his keynote lecture at a seminar on "Early novels 
in India" held in Tiruvanthapuram in March 2000, he says: 
 
The novel and the country were born together. Which are 
our novels that give us the sense of this birth of a 
country? I find most such novels have women at the 
centre. Sometimes she is a "fallen" woman (as in Umarao 
Jan), sometimes she is a slave (not just hidden behind 
purdah, but locked up in castles as well), or subservient 
in love. The oppressed woman frequently appears as a 
heroine in what appears to be a national allegory to 
borrow Frederick Jameson's term. When the novel and 
the country were born together, in India, the focus 
became the woman's freedom. (Singh in Mukherjee, 
2002:5) 
 
Women has ever since 1857 been the centre of focus for writers and 
researchers. Whether in the form of silent sufferer, sacrificial mother or a 
domestic angel she occupied attention of one and all. Novels of many regional 
novelists provide us with an example of the above statements. Most of the early 
novels by men, though sometimes their perspective may be quite different from 
that of women writers deal with child marriage, suppressed life of widows, widow 
remarriage, women's attempts to break the patriarchal clutches and norms etc. 
  
Bankimchandra Chatopadhyay's Bangla novel Krishnakantar Will (1878) 
and Rabindranath Tagore's Chokherbali (1902) deal with the state of widow in 
Indian society (here Bengali) and the ensuing problems. B. Bh. Brokar's Marathi 
novel Bhavin (1950) is a social sarcasm on the so called aristocrats’ interest in 
courtesans and a marriage of one such young noble man with a daughter 
courtesan. Mrs. Rangnayak's Telugu novel Ped Mndlu (Palace of Cards) (1962) 
is in search of solutions to the problems arising in the lives of women and talks of 
establishing their self-esteem. Govardhanram Tripathi's Sarasvatichandra 
(Published in four parts between 1887 and 1901) a Gujarati novel represented 
the then prevalent family, state and social system of the country. What this book 
is all about is well described by Tridip Suhrud in the following manner:  
 
The four-part novel Saraswatichandra has for over a 
century remained a canonical text of Gujarati literature, 
unmatched in popularity and influence, remembered not 
only as an early novel of epic proportions but also as a 
book that made an impact on the imagination of the 
Gujarati people and shaped their moral and ethical 
ideals. (Suhrud in Mukherjee: 193) 
 
The novel exerted immense influence on minds of people. Youths of 
Gujarat were colored by the characters of the novel. "The educated youth of 
Gujarat lived in the dreamland of Saraswatichandra, Kumud and Kusum..." 
(Jhaveri: 98) and "....no other event, before the arrival of Gandhi, had so 
captured the imagination of the society and molded the minds of the people... as 
this epic novel." (Trivedi: 95) 
 
Munshi's Swapnadrashta (1924) presents reformist ideas in the marriage 
system and the upliftment of women, R.V. Desai boldly deals with the issue of 
widow remarriage which was then very central to literary discussions and social 
reforms. In Prem ane Puja (1944) Manubhai Pancholi 'Darshak' exhibits his 
  
concern for equality of women, encouragement to love marriage, literacy 
awareness in farmers among many others. Ishwar Petlikar in Mari Haiya Sagadi 
(1950) describes the family life and the status of woman in the society. In brief it 
could be summarized that majority of the Indian writers were concerned in one 
way or the other with the issues regarding woman. They were directly or in 
directly, idealistically or realistically depicting the place of woman in the society 
and intending to bring a change therein. Yet their women characters seem to be 
under the dominating influence of their male writers. The women protagonist 
remains under the impact of their creator’s emotions and ideals. With the 
publication of Raghuvir Chaudhari's Amrita (1965) there seems to have come 
about a change in the attitude of these men writers. Amrita emerges as the birth 
of modern woman's consciousness in Gujarati novel. She is portrayed with an 
unconventional attitude. For instance she is able to take the liberty of living with 
Udayan without being married to him. And still the writer has not been able to 
restrain himself from creating a scene where this modern learned individual 
woman is been beaten by a learned man. What is to be inferred from such 
paradoxes remains a question for not just feminists but all intellectuals. Twenty 
four years later a scene of woman beating another learned woman appears in 
Raghuvir Chaudhari's Lavanya (1989). However modern the writer may have 
created his women characters to be, yet depiction of such scenes prick and pinch 
the readers. Should we say then that the male writer has still not come out from 
the notions of women prevalent in the age of 'Manu' and 'Ramayan'? Even 
Chandrakant Baxi who is greatly known for his use of modern narrative 
techniques seems to be advocating that wife must submissively follow her 
husband wherever he goes, in his Paralysis (1969) and Priya Niki (1987). The 
noteworthy thing is that in a span of eighteen years between the publication of 
Paralysis, a widely acclaimed novel and Priya Niki, the novelist fails to show any 
attitudal change, in his perception of woman. To sum up it could be inferred that 
novels of 1960's to 1980's well known Gujarati men writers have by and large 
shown an incomplete, unjust and biased outlook towards woman. 
 
  
A drastic change enters into the currents of Gujarati literature with the 
publication of Dhiruben Patel's Shimlana Fool (1976). The novel is about Ranna 
the protagonist who represents woman's search for self. Diruben gains in 
portraying a strong woman character that experiences a sort of stagnancy in her 
marriage and yearns for those passionate moments of love. Here is a novel 
wherein the novelist has given a chance to the protagonist to search for her own 
identity. It unravels for the first time the world of woman. Her novel kadambarini 
ma (1988) subtly explores the changing phases of human relationship while 
actually focusing on new angels of looking at the much abused relations of 
mother-in-law and daughter-in-law in Indian society. The novel provides a fresh 
insight into woman's psychology. 
 
By the time we come to 1980's we find women's writing getting strongly 
footed. Kundanika Kapadiya's Sathiya Akademi award winning novel Sat Pagla 
Akashma (1984) breaks new grounds for Gujarati women writers. It is a novel of 
social revolt. Victimization and exploitation of woman is central to the novel. Its 
protagonist Vashudha's decision to leave her house and live in 'Anandgram' is 
considered by critic like Jayant Gadit as utopian. It should be well remembered 
that the concept of utopia is very crucial to not just feminism but also 
postmodernism. Even when he says that Sat Pagla does not give one experience 
of the complexity of human mind as is done in Saraswatichandra; it appears that 
he overlooks the requirement of different critical parameters for the two texts. 
(Gadit in Patel and Topiwala: 23) Ila Arab Mehta's Batris Putlini Vedna (1982) is 
also a novel that echoes the agonies and aspirations of woman. In the male 
dominated society, religion plays an important role in deadening woman’s 
capacity  to reason.(Meghna of Adalja's Shag re Sankorun is and example of 
this) Woman is considered as temptress, 'Maya' and so one should live aloof 
from her, such and many more norms are prescribed to woman by man. (Desai’s 
Maya (CP) is an example of this) Many rules are prepared by the so called 
'shastriji' (religious head) for various stages of woman like, pious widowhood, 
pious virginity and pious fortunate wifehood. (Saubhagya) Instead of challenging 
  
these false notions of religion, women ironically enough seem to be staunchly 
emphasizing them is expressed in Batris Putlini Vedna. Adalja's Khari Padelo 
Tahuko (1983), produces and unprecedented impression in the realm of Gujarati 
literature. The novel brings out from the deepest recesses of a woman's heart her 
fulfillment in being a mother to a mentally retarded daughter, while the father 
remained totally indifferent to both. Bindu Bhatt confidently makes an effort to 
deal with (homosexuality) Gay relationship, a theme unexplored by Gujarati 
writers especially women, in her Mira Yagnikni Dairy' (1992). Novels that have 
created unforgettable characters are Mrutyu Mari Gayu by Usha Sheth and Mira 
Ni Rahi Gaye Mahek by Dilip Ranpura. Away from social and filial environment 
we have highly spirited and awe inspiring women characters, Avallakshmi of 
Samudrantike (1993) and Suparna of Tatvamasi (1998) by Dhruv Bhatt, a 
stalwart name in Gujarati literature. 
 
 Beginning from 1960s several women writers till date have steadily 
contributed to Gujarati literature. And still not many of them are included in the 
history of Gujarati literature. Mansukhlal Jhaveri makes passing remarks on the 
writings of two three women writers. He writes: 
 
..... Saroj Pathak who depicts woman in her multiple 
moods and behavior, Dhiruben Patel who probes into the 
mind of the addict and the abnormal with a rare insight; 
and Kundanika Kapadiya who excels in description and 
delineation of sentiments (Jhaveri: 230)  
 
With regards to their contribution to the development of Gujarati prose he 
says: "Gujarati prose, however, is well developed and the prose of Kundanika 
Kapadia, Mrinalini Desai... is a delight to read." (Jhaveri 230)  
 
The impression that one gets while reading this history is that by the time 
the historian reaches 20th century he seems to be in hurry of doing away with it. 
  
Portion on post-independence era is almost also not a bird's eye view. Not only 
minor writers of the period but also the Major writers are inadequately treated. A 
chapter on novel by Pramodkumar Patel in Gujarati Shityano Athmo Dayko 
(1982) gives half a page to discuss Varsha Adalja's Gath Chhutiyani Vela (1978) 
and mentions Dhiruben Patel's Vaventol (1979) and Vamal (1979), Kundanika 
Kapadia's Aganpipasa and Saroj Pathak's Nishes. On the other hand full length 
discussion appears on Raghuvir Chaudhari's Shravan Rake (1977) and Jyotish 
Jani's Achala (1980) both of which try to reveal the world of woman through her 
own eyes. One can hardly understand the disparity. In the same manner a 
chapter on novel by Jayant Gadit in Gujarati Sahityano Navmo Dayko (1991) one 
is certainly able to see that Kapadia's Sat Pagla has not been at length 
discussed, which the novel actually deserves. While Gadit criticizes Dhiruben 
Patel's Gagan na Lagan (1984) as her, 'childish attempt to humour' (Gadit in 
Patel and Topiwala: 19) it is quite strange to mark that he has not included her 
maturer and noteworthy novel Kadambarini Ma (1988). A reader and researcher 
has to be satisfied by just reading the names of several women writers simply 
enlisted without any critical attention in a book named Gujarati Navalkatha: Sava 
Sadi by Raghuvir Chaudhari and Radhesyam Sharma, (1972) revised ed. (1991) 
who have assessed the various phases of change that Gujarati novel has 
undergone ever since its birth in 1866. The names of such women writers are; 
Dhiruben Patel, Kundanika Kapadia, Saroj Pathak, Varsha Adalja, Ila Arab 
Mehta, Vasuben, Savita Ranpura, Malati Desai, Bharti Dalal, Usha Sheth, Sarla 
Sheth, Pushpavati  Mehta, Lipi Kothari, Naina Gandhi, Smita Bhagvat, Bharti 
Vaid, Tarullata Mehta among many others. Once more the feeling of strangeness 
is experienced when one finds that a book like Arvachin Gujarati Sahitya no 
Itihas revised and updatd edition 2006 by Dr. Ramesh M. Trivedi does not have a 
chapter on postmodernism. Such disparity is not observed while reading histories 
of Indian writing in English either by Iyengar or Naik (or recently by Shymla 
Narayan) yet it cannot be said that the problem of literary history writing in India 
has been solved. In the preface to his A History of Indian English Literature 
(2006) M.K. Naik writes: 
  
In spite of the great pioneering efforts of professor K. R. Srinivasa Iyengar 
- virtually the father of the serious study of this body of writing - in his Indo- 
Anglian Literature (1943), The Indian Contribution to English literature (1945) and 
Indian writing in English (1962, 1973), a systematic, comprehensive and critical 
history of this literature, clearly defining its nature and scope, adopting a proper 
period-division and relating writers and schools firmly to changing socio-political 
conditions had not been attempted. 
 
A sizeable and significant group of women novelists in English have 
emerged since the independence. Like the four wheels of Indian English 
Literature; Raja Rao, Mulkraj Anand, R.K. Narayan and G.V. Desani, the first 
generation of Major Indian English women novelists comprises of Ruth Prawer 
Jhabvala; (Though she has herself denied to be called an Indian writer) Kamala 
Markandaya, Nayantara Sahgal and Anita Desai. Jabvala has left India in 1975 
and moved to the U.S.A. and her Heat and Dust (1975) is a Booker Prize winner 
novel. Kamala Markandaya is an expatriate who has been living in England for a 
number of years. Markandaya's fiction reveals a much broader range and offers 
a greater variety of setting, character and effect, though her quintessential 
themes are equally few-viz., the East-West encounter, and woman in different 
roles. Nayantara Sahgal is the leading practitioner of the political novel in India. 
Each of her eight novels has some political event as a background. Rich like us 
(1985) is Sahgal's best novel. It presents a picture of India in 1975-1976, the time 
her cousin Indira Gandhi declared a state of National Emergency and assumed 
absolute power for about twenty months. The theme of emergency except for 
Rushdie has not been dealt with by any other writer. The narrative technique is 
employed in a manner that results into a double perspective on past events. 
Though Dina Mehta tries to use Mahatma Gandhi's mercy mission to Noakhali as 
a backdrop in her novel, and Some Take a Lover (1992) is not comparable to 
Sahgal's political novels. Sikh history, especially the political ferment of the 
nineteen-twenties in the Punjab is an important aspect of Yatra (1987) by Nina 
Sibal (B. 1948). Another novel in which political events are important is Uma 
  
Vasudev's second novel Shreya of Sonagarh (1993). The novel describes the 
rise of political power of the heroine Shreya, a selfish middle class girl married 
into a princely family. Very few women novelists have written about the partition 
of 1947 it is mentioned in Nina Sibal's Yatra, Shauna Singh Baldhwin's What the 
Body Remembers (1999) and Manju Kapur's Difficult Daughters (1998). Meena 
Arora Nayak's second novel, About Daddy (2000) presents the topic in and 
original way. Nayak successfully created a vivid picture of Hindu-Muslim relations 
in Modern India. 
 
Many novels, such as Sahgal's, Dina Mehta's and others mentioned 
above are concerned primarily with public events. In contrast, these are novels 
which steer clear of historical events. The lives of the protagonists, and they are 
invariably female, are dominated by events in the domestic sphere. Anjana 
Appachana, Shashi Deshpande, Githa Hariharan and Bulbul Sharma present 
authentic pictures of life in Indian Without mentioning events like the Partition or 
the Emergency, because the focus is inward. Bhabani Bhatcharya is an 
exceptional example of having written fine women centered novels, though not a 
woman. The novelist with the most sustained achievement is Shashi Despande 
(B 1938). She has written eight novels, six collections of short stories, and four 
children's books. Her writing is clearly part of Indian literature, and emerges from 
her rootedness in middle class Indian society. She never indulges in verbal 
‘pyrotechnics’; her lucid prose never attracts attention to itself by using Indian 
words. 
 
Most of the women writers employ the mode of social realism, but the 
fiction of Suniti Namjoshi (B. 1941), Nina Sibal (B 1948), Anuradha Marwah - Roy 
(B. 1956) stand out for their use of fantasy and surrealism. Arundhati Roy, Anita 
Nair, Susan Viswanathan, Dina Mehta, Manju Kapur, Gita Mehta, and Namita 
Gokhle, have considerably contributed to the stream of regional fiction. 
Especially, Arundhati Roy's The God of Small Things (1997) which won the 
Booker prize as well as Seth's A Suitable Boy. Amongst the Diaspora writers, 
  
Suniti Namjoshi and Bharati Mukharjee are the oldest and naturally, the most 
prolific. Recently Kiran Desai's second novel, Inheritance of Loss. (2006) 
received Booker Prize. 
 
In contrast to the three major women novelists of her generation i.e. 
Jhabvala, Markandaya and Sahgal, Anita Desai is more interested in the interior 
landscape of the mind than in political and social realities. Writing, for her "is an 
effort to discover, and then to underline, and finally to convey the true 
significance of things". (Desai with Dalmia 1979). Her novels according to her, 
"deal with what Ortega Gasset called the terror of facing, single - handed, the 
ferocious assaults of existence."(Dalmia: 1979) Desai's protagonists are mostly 
women who, though they have reached different stages in life (from school-girl to 
grandmother) are all fragile introvert "trapped in their own skins." Their emotional 
traumas sometimes lead to violent death, in the end. The vicinities of her 
potential are best traced and Judged by M.K. Naik thus:  
 
Anita Desai unravels the tortuous involutions of sensibility 
with subtlety and fineness and her ability to evoke the 
changing aspects of Nature matched with human moods 
is another of her assets, though her easy mastery of the 
language and her penchant for image and symbol 
occasionally result in preciosity and over-writing. If her 
fiction is able to advance from the vision of 'aloneness' as 
a psychological state of mind to that of alienation as a  
metaphysical enigma-as one hopes it will-Anita Desai 
may one day achieve an amplified pattern of significant 
exploration of consciousness comparable to Virginia 
Woolf at her best. (Naik: 243)  
 
 
 
  
II 
 
ANITA DESAI 
 
One of India's best known writers Anita Desai, who has a literary career of 
over four decades, was born on June 24, 1937 in Mussorie, India. Her father, D. 
N. Mazumadar was a Bengali (East Bengal now Bangladesh) businessman and 
her mother Toni Nime, a German. She was educated in Delhi at Queen Mary's 
Higher Secondary School and Miranda House, one of the leading women's 
colleges of her times, where she received in 1951 a B A in English literature. In 
the following year, she married Ashvin Desai, a businessman and they have four 
children. Her daughter Kiran Desai was awarded the 2006 Booker Prize for her 
novel, "The Inheritance of Loss". Anita Desai has been thrice short listed for the 
Booker Prize and has been a winner of several major awards both in Indian and 
abroad. She is one of the foremost women writers in Indian English literature. 
She started writing at the age of seven and gradually writing became a part of 
her routine, a way of life. Both of her parents had nostalgic feelings for the past in 
their respective homelands for with the partition of India and the Second World 
War they could not return and made Delhi their home. In Delhi they were 
outsiders forever. And this perhaps explains Desai's concepts of past as an 
important factor defining and sifting one's identity. It is a self conscious effort to 
achieve a sense of belonging to something that exists far back in time and 
memory. In her writing an influence of Indian environment and European literary 
traditions is evident. Through her fiction she tries to crystallize the cross cultural 
parameters. Except for her novel The Zigzag Way all her works remain 
essentially Indian for she is not only delineating the concerns of Indian women 
but problematizing their individual quests in a self-contained Indian landscape. 
 
Desai studied English literature at college and it was natural for her to be 
influenced by English writers like the Bronte sisters, Jane Austen, Virginia Woolf 
and many others. Her exposure to English language and literature inevitably 
  
shaped her decision to write in English. Not only has it remained the language of 
books", but she sees it as a language: …that has been traveling for centuries all 
over the face of earth and, wherever English goes, it seems to adapt itself to 
those (different) conditions (Seguet, 1988: 49-50). In her vivid description of the 
atmosphere she resembles Brontes and in her use of time she is near to Virginia 
Woolf. Though it is the elasticity, flexibility and flow of the language that charms 
her, she is conscious that:  
 
... It does close certain areas to you. There are a great 
many ethnic experiences that you can't convey in the 
English language. If I tried to describe an Indian wedding, 
or an Indian funeral, I would begin to write it like some 
kind of anthropological document (Seguet, 1988:50). 
 
Once again perhaps this explains why she must have sidestepped the 
"social aspects of life" and preferred to use the language of the interior." 
(Seguet,1988:50). Like Naipaul, she has become "the rootless exile" trying to 
build a niche for her. Since she has not been able to "lay claim to no one region 
as my own" (Desai, in Olinder, 1984:103) her protagonists too are in search of 
place. They are in eternal desire to belong. Also her fiction is a critique of 
woman's position in society. 
 
Over the years she has enriched Indian literature in English through her 
novels, short stories and children's literature. Her eleven novels till date include 
Fire on the Mountain (1977) which won the 1978 National Academy of Letters 
Award and the Winifred Memorial Prize, Clear Light of Day (1980), In Custody 
(1984) and Fasting Feasting (1999), each of which was short listed for the 
Booker Prize. In custody was made into a film by Merchant Ivory Productions. 
Her children's book, The Village by the Sea (1982), won the Guardian Children's 
Fiction Award. The Peacock Garden (1979) and Hill of Silver, Hill of lead (2005) 
are books for children. Her collections of short stories include Games at Twilight 
  
and other Stories (1978) and Diamond Dust and other Stories. (2000)Her first 
novel Cry, the Peacock (1963) won the Sahitya Akademi Award. 
 
She is a member of the Advisory Board for English of the National 
Academy of letters in Delhi, and has been a Fellow of the Royal society, of 
Literature in London and a member of the American Academy of Arts and 
Letters. She has also worked as an educator at colleges in England and United 
States. Anita Desai lives in the United States, where she is the professor of 
writing at Massachusetts, institute of technology. 
 
VARSHA ADALJA 
 
Daughter of an established Gujarati novelist Gunvantrai Acharya, Varsha 
Adalja had inherited literary and artistic talents by birth. Her initial interest was 
developed for drama and later towards novel. She was deeply interested in 
acting, dance and music. At the age of twelve she started taking part in drama 
performance and her first role was played in three act play 'Jagtarejo'. Along with 
several other plays, she had acted as the heroine in the drama version of 
Darshak's 'Zer to Pidha Jani Jani' and Ibsen's Doll's House. Her one play Aa 
Dharti aa Manvi   based on the situation of Vietnam War,  won the second prize 
in the one act play competition organized by Calcutta Gujarati Sahitya Mandal in 
1966. Later she wrote a novel Atash which won the Gujarat Sahitya Akademi 
Award and Soviet Land Nehru Award. 
 
The writer in her is born accidentally after the sudden death of her father. 
She was very much attached to her father. He was more a friend than father to 
her and his death created a great void in her life as well as activities. The 
‘Rangbhoomi theatre’ came to a close. The artist in her could not be satisfied 
with the life of a housewife. To bring her out from the sorrow her husband 
Mahendra Adalja gifted her parker pen and papers to begin writing something. 
And the first novel she wrote Pach ne ek pach a detective novel. She has written 
  
many detective novels and people's indifference towards Gujarati detective 
novels pinches her. She is conscious of repetition and for that reason her each 
novel is different from other. She is extremely sensitive towards the grief and 
pain of innumerable people. An experience of traveling with a mother of mentally 
retarded child moves her from within and compels her to write Khari Padelo 
Tahuko. An incident that shocks not just Varsha Adalja but also Anita Desai was 
a photograph in Life Magazine of soldiers brutally tearing open the child in the 
womb during the Vietnam War. Both the novelists have responded to the event in 
their own ways. Varsha Adalja cries for the whole day with her small daughter 
Shivani in her lap and wonders, "why war’? She then decides to write a novel on 
war. On the other hand Anita Desai refers to the violence of Vietnam War in her 
novel, Where Shall We Go this Summer and the protagonist of the novel, Sita is 
so hypersensitive towards the violence around her that she cannot tolerate her 
two sons imitating a fighting scene of a film. She also does not want the child in 
her womb to be born in this violent world. She wants to keep it safe in her womb 
forever. The case is a proof enough how creatively the feminine sensibility of 
these two women novelists responds to a similar incident. In other words it is how 
they respond and treat "stoff out of Rohstoff''.  
 
She was born on April 10, 1940 in Mumbai. She graduated in Gujarati and 
Sanskrit literature from Mumbai University in 1960. She post graduated in 1962. 
For next three years she worked as an announcer in Akashwani Mumbai. She 
received a scholarship for training in dramatics from Delhi National School of 
drama. Her career as a writer began from Jan 1966. 
 
She has incessantly written teleplays, skits and ring, interviews, magazine 
programmes, radio plays etc. Her novel Mare pan Ek Ghar Hoy which has 
undergone many (6-7) reprints was telecasted on Mumbai television in the drama 
form. On Ahmedabad television it was serialized. Her Retpankhi has been 
dramatized by herself for T.V. Also her Timir Na Padchhaya was dramatized into 
three Act play and it ran up to hundred shows, including in London. She has the 
  
experience of journalism too. She was an editor of Gujarati magazines like 
"Sudha" and "Femina" from 1976 to 1978; it was in this period that she came in 
direct contact with the varying phases of human existence which motivated her 
further as a creative writer. Though she has written short stories, essays, 
travelogues, it is novel and drama that hold much of her interest and attention. 
The actor and dramatist in her are ever present in the novelist. Compactness of 
her plots and extremely natural and live dialogues are examples to that. 
Detective novels apart, all her novels are novels of social realism. Some of them 
bear strong element of 'contemporariness." With Mare Pan Ek Ghar Hoy (1971) 
she gets recognition as a promising Gujarati woman writer and over the years 
she has now secured a place among the foremost writers of Gujarati literature. It 
would not be out of place to mention here that Adalja and many such other 
women writers (have not been properly placed) in the history of Gujarati 
literature. She has recently been awarded the prestigious 2006 Ranjitram 
Suvarnachandrak for her over all contribution to Gujarati Literature. She believes 
that: "It is the work of the creative writer to light lamp in the dark corner of the 
society." (Adalja in Divyabhaskar P-3) 
 
III 
Virginia Woolf writes 'A Room of One's Own’ in 1929. Varsha Adalja an 
eminent Gujarati writer in her general address to students of a women's college 
at Rajkot in 1990-91, (Where the present researcher was a student then) said; 
"As woman you'll not be given the privilege of extra time and space to be able to 
write. “If you have the urge you have to burn midnight oil in the kitchen”. The 
above view was later published in her booklet Kyu Tera Reheguzar Yad aya? - 
13, when she was awarded the 2006 Ranjitram Savarnachandrak. Writing, 
getting the writing published and their vision being accepted has not been an 
easy task for women. Recently Usha Bande and Atma Ram interviewed several 
Indian women writers writing in English, Hindi, Marathi and Punjabi. All of them 
were asked to mention their hardships faced as women writers and also if they 
  
had 'a room of one's own' as desired by Virginia Woolf. Not to be surprised 
except Shubhangi Bhadbade, (Marathi) all of them including Dina Mehta 
(English), Rajee Seth (Hindi), Asha Bage (Marathi), unanimously said that they 
did not have room of one's own and they had to overcome many 'hurdles' (to use 
Varsha Adalja's term) to manage their space. 
 
To use Asha Bage's phrase 'A Table of One's Own' would not be too bad 
to begin with. A woman is ever in the process of displacement and so are all 
marginals. To arrive at the crux of the whole situation Bachint Kaur a famous 
Punjabi writer in her answer to Atma Ram's question; ''How do you view the 
husband- wife ties in Indian Society ?' says, "It is my firm view that husband is a 
small god for woman in Indian Culture. There is no life without husband in our 
sphere". (Kaur in IBC: 14) 
 
Theme is an underlying action or movement, a thesis, a 
message or and idea embodied and dramatized in 
evolving meanings and images. Theme abstracts and 
extends a meaning from a situation it is like a line or a 
thread running diverse features together. (Majumdar in 
Bandyopadhyay: 50) 
 
The present comparative study of the selected novels of Anita Desai and 
Varsha Adalja is a study in thematology. Thematology means study of themes; 
the term was redesignated by Harry Levin. Majumduar explains "thematology to 
begin was a cross-breed of literature and a whole lot of new fields of knowledge”. 
(Majumdar in Bandyopadhyay: 48) Since cross-breeding is inherent in 
thematology, the present work incorporate three different approaches, mainly 
feminist criticism, psycho analysis and spatio-temporal dimension to explore the 
themes as exploited by the two novelists in their novels. 
 
  
The present research centers round this crucial problem faced by women 
writers in the Indian context. Power of patriarchy functions in Indian society in the 
form of, political, social, religious institutions, wherein woman is the victim. 
Opportunities have increased but so have the problems. The above citations lead 
us to conclude that woman's victimization and secondary position (sometimes 
position less) is a pan Indian state of affairs. The aim of the present study is to 
examine and comparethe state of woman as depicted in the novels of Anita 
Desai an internationally acclaimed writer in Indian English and Varsha Adalja an 
outstanding writer in Gujarati Literature. Anita Desai's novels have been studied 
with different perspectives like feminism, existentialism, individual's search for 
self and east - west encounter among many others. In dealing with her women 
characters, Desai is different from her contemporaries. Portrayal of her women 
characters reveal Desai’s thorough understanding of woman's psychology. Desai 
writes: 
 
I do accept, however, that women writers tend to place 
their emphasis differently from men that their values are 
likely to differ. Whereas a man is concerned with action, 
experience and achievement, a woman writer is more 
concerned with thought, emotion and sensation (Desai, in 
Butcher, 1983: 51) 
 
What is true of women writers is equally true of all women in general. A 
small noise gone unheard by man may be a big bang for woman. Any small 
incident of bloodshed or violence may cause rupture in her. All these thoughts 
and emotions are genuinely handled by Anita Desai and Varsha Adalja. 
 
Varsha Adalja's novels have been studied with different perspectives: like 
feminism and social realism. There are few studies done on her. She emerges as 
a hard core realist in delineation of her women characters. She boldly describes 
even the instinctual physical need of a woman. Unlike Desai, her women 
  
characters belong to different class of Indian Society. Even their problems are 
not just with the self but arising due to external forces. Desai's characters have 
inherent weakness of not being able to create social ties. They are misfits in their 
social environments. Women characters of Varsha Adalja are socially and 
economically weaker and hence neglected. Desai’s women come from upper 
class whereas Adalja's women belong to middle or lower class. And yet the 
commonality between the two novelists is their sensibility in responding to their 
problems. 
 
Anita Desai is an Indian writer in English and Varsha Adalja is an Indian 
writer in Gujarati. The aim of this research is also to mark the change in the 
traditional role of women in Desai and Adalja. Since Desai's exposure to and 
influence of European literature and society is far more and first hand than that of 
a regional writer like Varsha Adalja; If their women protagonists  crave to shed off 
their traditional roles, then to what extent do they succeed is also to be studied. 
And in the course of struggle whether the character concerned achieves 
harmonious wholeness or perishes. The intention is to find out if there is a 
common factor which instills harmony in certain characters and lack of it, 
destroys some other. The researcher shall pursue the inherent strength and 
weakness of the characters. With this strength or weakness how do they stand 
the test of Time is interest of the researcher. The two women novelists come 
from different social, cultural and linguistic background. In the phase of this, the 
focal point is to explore the similarities and differences regarding the two 
novelists concern for and attitude towards woman. By juxtaposing the two 
women writers and studying their concern for the cause of woman, the present 
study will add to the spectrum of Comparative Indian Literature. It will spotlight 
Desai's and Adalja's contribution to Indian writing in English and Gujarati 
respectively. 
 
 
 
  
The above discussion eventually leads me towards the following basic 
aims and objectives. 
      
• To examine and compare each novelist's thematic 
concerns which are primarily feminist. 
       
• To assess these two novelists’ art of character 
delineation to emphasize their themes. 
       
• To analyze their craft of expressing their themes 
through title, vision and temporality. 
       
• To make a comparative study of the selected  novels of 
Anita Desai and Varsha Adalja to place the Indian 
women  novelists in critical perspective.  
      
• To assess the contribution of Anita Desai and Varsha 
Adalja to Indian English and Gujarati Literature 
respectively. 
 
I have some basic assumptions in my mind with which I will direct my 
study. These will form the hypothesis for my thesis. They are mentioned below:  
  
• A comparative study of Anita Desai and Varsha Adalja 
is possible on the basis of thematology. Both have used 
common feminist themes in some of their novels. 
  
• Both the novelists have women as their chief 
protagonists. Anita Desai’s women belong to upper-
middle class and Varsha Adalja’s women belong to 
different strata of Indian society. Their attitude towards 
  
women characters is untraditional. Their women 
protagonists struggle for self-assertion. Adalja’s 
characters possess a will to act, which Desai’s 
characters lack. 
  
• Anita Desai’s outlook towards life is of psychological 
realism and that of Varsha Adalja is of social realism. 
Both of them appropriated their use of language and 
skills of craftsmanship to strengthen their respective 
view points. 
  
• Both of the novelists use Indian philosophy and 
spiritualism as threads to weave their thematic pattern. 
  
• Both make use of postmodernist stylistic devices in 
their novels. 
 
IV 
 
Desai and Adalja happen to be prolific writers in their respective 
literatures. Desai has innumerable full length studies but comparative studies are 
considerably less. Varsha Adalja's works have also been studied by quite a few 
researchers. But a comparative study of this kind was still to be undertaken. 
Desai's novels have been compared with Virginia Woolf and Margaret Drabble. 
Adalja's novels have been compared with Manu Bhandari and Saroj Pathak. Also 
Adalja’s novels and short stories have been studied from sociological approach. 
The present research is restricted to the study of some selected novels of Anita 
Desai and Varsha Adalja. Out of Anita Desai's eleven novels published till date, 
only four are selected to meet the comparative parameters of the research 
design. In the same way out of twenty one novels of Varsha Adalja, only four are 
selected. The novels selected are; Desai's Cry, the Peacock, (CP) Where shall 
  
we Go this Summer (WS), Fire on the Mountain(FM), and Clear Light of Day 
(CD), Adalja's Mare Pan Ek Ghar Hoy (MH), Retpankhi (RP), Matinu Ghar (MG), 
Shag re Shankorun (SS). In the brackets are given the abbreviations of the 
selected novels. Now onwards these abbreviations shall be used for referring to 
and citations from these novels. Those novels which have similar thematic 
concerns are only selected. Adalja's Trijo Kinaro and Khari Padel Tahuko are 
 novels dealing out rightly with feminist concerns but did not have a comparable 
with any of  Desai's novels, so they are not included in the present study. 
Remaining novels of Desai and Adalja deal with themes different from women - 
centered novels. Textual quotations from Varsha Adalja are simply paraphrased 
and are not in the shape of polished literary translation. Another limitation of the 
thesis is that certain repetitions became inevitable, in the course of emphasizing 
the similar thematic concerns of the two novelists. Since the study is focused on 
feminist concerns, it could not assess the growth and change in the novelists as 
artists which could be taken up for future study. 
 
The chapterization of the dissertation runs thus:  
 
Chapter I Introduction 
 
Chapter II Their Novels at a Glance 
 
This Chapter gives a brief but critical summary of Desai's eleven novels and 
Varsha Adalja's ten out of twenty novels. Detective novels of Varsha Adalja are 
excluded from the summary. 
 
Chapter III Thematic Concerns 
 
The Present comparative study of Anita Desai and Varsha Adalja's novels 
focuses on the novelist's approach and attitude towards woman. It studies the 
thematic concerns from the feminist point of view. Novel being a genre of spatio - 
  
temporal element, this chapter discusses the spatial relevance in the study of 
themes. Themes of all the eight novels (four of Desai and four of Adalja) are 
studied separately followed by a critical comparison. 
 
Chapter IV Character Delineation 
 
Temperamental traits of the central characters which endorse theme of the 
novels are examined psychoanalytically. Discussion of eight women protagonists' 
inner conflict is presented followed by a general comparison. 
 
Chapter V Craftsmanship 
 
The study of themes is incomplete without the study of technique. The chapter on 
craftsmanship analysizes how titles signify themes and also how the two 
novelists share a tragic sense of ending. The 'temporal' dimension is at length 
explored to complete the spatio temporal study of the novels which in turn 
highlights the themes. Title, Time element and tragic vision in the eight novels 
are discussed followed by a general comparison to bring out the striking 
similarities and differences. 
 
Chapter VI Conclusion 
 
The concluding chapter maintains that human condition responds and reacts in a 
similar way under certain situations. It mentions to what extent the objectives of 
the research are achieved and have the hypothesis turned out to be true. 
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CHAPTER II 
 
THEIR NOVELS AT A GLANCE 
  
Anita Desai’s recent novel The Zigzag Way (2004) is set in 20th century 
Mexico. In this work she is away from India and Indian theme for the first time. 
Despite wide spread critical hand rider appreciation of her subtle handling of inter 
relationship and interweaving of the narratives, Desai is still not satisfied with her 
craft despite her new book The Zigzag Way being held has another masterpiece.  
  
            In Fasting Feasting (1999) there is a contrast between American and 
Indian culture, and male and female roles. Arun studies in Massachusetts, his 
sister Uma lives in India in a small provincial city. Uma lives with her parents 
whom she calls Mamapapa. The novel is divided into two parts; there is an 
extremely orthodox Indian family on one hand, and an unusually whimsical family 
in Massachusetts on the other. Mamapapa, Uma, Aruna and Arun form the 
Indian family where as the family in Massachusetts consists of Mr. and 
Mrs. Patton, Rod and Melanie. Arun forms the link between these two families, 
which are socially, nationally and culturally different. Desai simply points out the 
emotional and human affinity that makes the two families one. Primarily it is the 
story of Uma, and Melanie Patton. Uma happens to be the most subdued - rather 
crushed member of the Indian family. She is expected to be an obedient 
daughter, an affectionate and motherly sister and cherishing but an individual like 
Uma, Melanie also becomes the victim of parental indifference. In vain, they 
crave for little love and affection. The result of this unfulfilled desire to be loved, 
turns Uma hysteric and Melanie a victim of anorexia and bulimia.  
  
Journey to Ithaca (1995) started in Italy where an Italian boy Matteo and 
his German wife Sophie impressed by the writings of the eastern spiritualist, 
Herman Hesse, set off on a happy trail of India. The book, described by some 
overseas critics as Desai’s most powerful work to date, is more about 
  
banishment than about a journey. It examines at close quarters how foreigners 
especially from the West react to India in different ways. 
  
Baumgartner’s Bombay (1988) takes the author’s own German hulk of the 
parental heritage as the background. In the story a retired Jewish businessman 
Hugo Baumgartner has escaped in his youth the Nazis to India and stayed there 
in poverty, taking care of stray cats. From the torturing and stunning scenes of 
his childhood in pre-war Berlin, through his spell of business in Calcutta and 
Bombay, he simply does not belong. He remains a “firanghi”, a foreigner, 
wherever he goes. The theme of alienation is masterfully handled by the novelist. 
  
            In Custody (1984) is Desai’s ironic story about literary traditions and 
academic illusions. The central characters are Nur, an Urdu poet, who has fallen 
on hard times, and Deven, a professor of Hindi, who realizes that the beloved 
poet is not the magical genius he has imagined. The thematic concern is Deven’s 
quest for scholarship to win bread of minimal comfort to his small family and 
permanency on his job, but instead he comforts himself with the stone of superior 
idealism of being the sole custodian of Nur’s poetry and with the spurious dignity 
springing from it. 
                                                                                                                               
      In her novel Clear Light Of Day (1980) Anita Desai explores two sisters’ 
very different positions within the home, the family and the post independence 
upper middle class Indian society, which lead to one woman’s leaving and the 
other woman’s staying in the homeland and the domestic sphere. The novel tells 
the story of an anglicized upper middle-class Indian family from the 1940s to the 
1970s. The protagonist Bim Das is an unmarried elder sister who as young 
woman at the time of partition must take the place of her dead parents as 
guardian of her siblings and custodian of the crumbling family home in Delhi. She 
has to sacrifice her personal interest and dreams to take care of an autistic 
brother and an alcoholic aunt after her older brother Raja leaves the family to 
pursue a future of his own. Her younger sister Tara eventually marries a diplomat 
  
and escapes the suffocating paralysis of the family home for Europe and 
America. Desai describes Bim’s efforts to expand her identity beyond the pseudo 
- motherhood she has had to take up and to come to terms with a family and 
society that often curb those efforts. The novel culminates in the two sisters’ 
painful attempts to make sense of the ways in which family and home have 
shaped their perceptions of themselves and each other.          
  
            Anita Desai’s Fire on the Mountain (1977) presents a study of trauma of a 
housewife, the trauma that takes refuge in seclusion. The life long faithlessness 
of Mr. Kaul to Nanda Kaul and the hypocritical situation force her to avow this 
severance. Nanda Kaul has conceded this after passing through psychic 
suffering and bitter experiences of a marital life. This wedding is veritably based 
on physical lust and circumstantial convenience for Mr. Kaul. Mr. Kaul does not 
love her as a wife. She plays the gracious hostess all the time and enjoys the 
comforts and social status of the wife of a dignified person. Nanda Kaul becomes 
a mother, grandmother and great grandmother of many unwanted and unloved 
children. The novel presents marital incongruity. Nanda Kaul attempts to conceal 
it, she has been violently injured and disappointed in her life as a wife, mother 
and housewife. And so after the death of her husband she gladly leaves the 
plains and takes a life of seclusion in the mountains. The news of Raka’s (the 
great granddaughter) arrival at Kasauli disappoints Nanda Kaul. But it is later that 
Nanda Kaul realizes that Raka is a recluse by nature, by instinct. The novel ends 
with tragic death of Ila Das the friend of Nand Kaul. This news greatly shocks her 
and she too dies. Raka sets the forest on fire.  
  
          Where Shall We Go This Summer (1975) depicts the inner-outer world of 
its protagonist Sita and her fatigue for life. The novel tells the story of the middle 
aged Sita, who is fed up with the mundane routine of a meaningless existence. 
She feels suffocated in her well-ordered, posh flat in Bombay and struggles hard 
to break away from it all. She wants to go back to the island Manori where she 
had spent many golden days of childhood with her family to seek peace, 
  
pleasure and a great pause in her life. A mother of four grown up children and 
over forty, she is now not willing to give birth to the fifth child. Her physical as well 
as mental crisis, start from the fifth, the unborn child. Her husband Raman is 
quite lovable and responsible person, but he too fails to understand her behavior 
and thinking. Sita takes her children, Karan and Menaka to the island with an 
intention to make them and herself feel happy and secure. Her philosophy of life: 
“escape into the world of fantasy from the world of reality” is soon punctured and 
she meets with whips of forlornness, boredom and helplessness. Meneka’s 
timely decision brings her father to the island and Sita, realizes her mistake and 
misjudgment and goes back to the mainland walking on his footprints, perhaps 
like the Sita of Ramayana. Undoubtedly, there is the spell of existentialism 
spread throughout the novel, but the compromising gesture of Sita gives the 
novel more convincing and realistic end.  
  
            Alienation and east-west, cultural encounter is the theme of her another 
novel, Bye Bye Blackbird. (1971) Desai depicts the growing sense of immigrant 
sensibility in this novel through three different yet related characters Dev, Adit 
and his English wife Sarah. 
             
            Voices In the City (1965) is a tragic exploration of personal suffering of 
Nirode, Monisha and Amla who were doomed to reside in Calcutta, the city of 
death. 
  
            The novel presents a panoramic graph of individual’s crusade against the 
self and the consequent defeat of the individual. Monisha diagnoses the hamartia 
in her philosophy only too late and Nirode discovers it at the cost of a very great 
suffering. Characters of this novel rebel against the dirty or ugly physical reality 
which is also hidden in materialism. It never appeals to their sensitivity. Unable to 
stand the strain of living in Jivan’s house (her husband), Monisha commits 
suicide. Nirode then declares to Amla that he too is sentenced to death. Voices in 
the City is all about dirt, destruction and death. 
  
             Cry, the Peacock (1963) is Maya’s story, the story of her married life with 
Gautam, and almost the entire story is “remembrance of things past” by Maya 
herself. The novel begins with the death of Maya’s pet dog, Toto and how it 
affects her. It was not the pet’s death alone that she mourned, but another 
sorrow, unremembered perhaps yet not even experienced. Her husband Gautam 
is a busy, prosperous, lawyer. He is cultured, rational, practical and too much 
engrossed in his own affair to meet the demands, of his young wife. (Physical, 
mental and emotional) As a girl she had gone with her Ayah to an astrologer with 
albino eyes, and he had prophesied unnatural death four years after her 
marriage to either husband or wife! And it is four years now. The prophecy gets 
hold of Maya like the prophecy of the witches upon Macbeth. Rescue from this 
could have been possible, had Gautam tried, but he was too lost in his own world 
of temperament and interest. And one day there is a dust storm followed by a few 
drops of rain and they go up to the roof. The pale moon has risen, and Maya is 
fascinated and bewitched; they are at the low parapet’s edge, and when 
inadvertently Gautam moves in front of her, thereby hiding the moon from view, 
Maya waxes into a sudden frenzy and pushes him over the parapet to “pass 
through an immensity of air, down to the very bottom”. Three days later, 
Gautam’s mother and sister take her to her father’s house at Lucknow, and it is 
tacitly understood that she will have to be put in an asylum.  
  
Varsha Adalja has written about twenty one novels. Some of them are 
detective novels which are not mentioned in the present study. Varsha Adalja’s 
Bandivan (1991) deals with the life of prisoners. Anasar (1992) focuses on the 
sufferings of a leprosy patient though in this case it a woman leper. 
 
            Shag Re Sankorun (2004) is a trend setting novel in Gujarati fiction. It 
weaves a complex web among three women characters, Vasant the mother and 
Meghna and Amruta (Ami) her two daughters. Vasant is married to Krishnakant 
who after the birth of their first daughter Meghna gives a promise to his dying 
mother to keep up the family tradition of Krishna worship. Lord Krishna moves 
  
into the bedroom of Krishnakant and Vasant sleeps in a different bedroom. Not 
only this, but he also takes a vow before Goswamiji of discarding the company of 
woman. Vasant who is young and modern in her outlook towards religion 
considers such a vow as insulting and unjust since it deprived her of her rights as 
a spouse. The novel makes a telling comment on the hypocrisy and corruption 
involved in the name of religion. Meghna is the shadow of her father and has 
never learnt to think beyond her fathers’ line of thoughts. Even when she has to 
make a choice for her life partner she is not able to judge like her sister Ami who 
has allowed herself to develop individually, away from the influence of anyone or 
any thought or any institution. And only after her marriage with Sanskar, the only 
son of a rich industrialist Mr. and Mrs. Somani, she realizes that Sanskar was 
sexually impotent and her decision was a hasty one. Even after knowing this, 
Krishnakant wants to make a compromise with the Somanis. Vasant in the end of 
the novel asks him to leave the house and go away from their lives. It is for this 
very reason, the novel is considered to be a trend setting. Until now we had 
novels of Ibsenian type where the woman left the house, but it is perhaps for the 
first time that a woman made the man leave the house. Krishnakant’s action in 
making Vasant leave his bedroom is counter balanced by Vasant’s reaction in 
  making Krishnakant leave the house itself.  
  
Trijo Kinaro (2001) is a novel with a theme of marital disharmony. This is 
almost a common theme of most of her novels. The common theme is given an 
unusual treatment since the central woman character Ashumi does not bow or 
break down when she comes to know that her husband Neelambar has an extra 
marital affair.  She walks out of Neel’s life. She is pregnant but this too does not 
for a moment make her weak in decision towards self esteem and self assertion. 
 
Her other novel Anasar (1992) is based on the sufferings of a woman 
named Rupa who is a leper. Though Rupa’s husband is a doctor she is left to 
herself without the help and support of her family to manage her life. One cannot 
  
avoid the question rising in the mind, what kind of treatment Shailesh would have 
met with had he been in the place of Rupa? 
 
Bandivan (1991) is a novel about the life of prisoners. One is shocked on 
reading the documented (realities) facts of the painful condition of the prisoners 
in jail. The description of atrocity exercised by the jail authorities is hair-raising. 
Women children and mentally upset prisoners are ruthlessly treated. 
  
Lata the central character of Matinu Ghar (1991) is in a hospital under 
psychiatric treatment and observation. She has accidentally killed her husband 
Anand while actually intending to kill her atrocious father Mangaldas. Lata, right 
from her childhood is a mute observer of her mother’s pathetic conditions at the 
hands of Mangaldas a gambler. Even the daughters Neena and Lata could not 
escape his bulling nature. Neena is married in a rich family. She commits suicide, 
while she was in the third month of pregnancy. Her mother Kunjbala later 
understands the meaning of what Nina had once said, “I shall never become a 
mother”. (MG75) Her husband was impotent and she was raped. This becomes 
the cause for the quarrel between her parents and Mangaldas happens to kill his 
wife unintentionally. The two deaths haunt Lata to such an extent that she 
becomes almost schizophrenic. She can not tolerate the presence of Mangaldas 
before her. Once she finds him in the kitchen and runs behind him with a chutney 
making stone. Mangaldas calls Anand for help and Lata out of anger and 
revenge does not see him in front and smashes his head. She demolishes her 
home with her own hands. 
 
Khari Padelo Tahuko (1983) is a novel dealing with too compassionate a 
theme. Vrunda has son 11 - 12 yrs old and she in her 34th year becomes 
pregnant again. The news of her pregnancy does not excite her or make her 
happy. For quite sometime a distance has been gradually created between 
Vrunda and her husband Anant. Anant is over ambitious about earning money 
and social position. One after the other he keeps on expanding his business and 
  
hardly realized that he has totally become indifferent to Vrunda and her interests. 
Unconsciously enough he drugs his son also in this current and Vrunda is left all 
alone. At this point of time, she is going to become a mother of a second child, 
for whose birth she is quite hesitant. After a lot of thinking she decides to give 
birth to this child. Few months after the birth of the child (daughter) it is detected 
that she is mentally retarded. Then onwards Vrunda’s life revolves round the life 
of Shyama. Anant does not pay any attention to the treatment and care of 
Shyama. Vrunda with all her motherly love and dedication make it her life mission 
to give her best in bringing her up. The crux of the novel lies in this, since she 
had decided to give birth to this child with a wish that the child will fill up the gaps 
created in her lonely life which though in a different sense it does. Shyama 
becomes her sole purpose of life. 
  
Ananddhara (1976) is a novel based on poverty and prostitution. Rani an 
unusual kind of character is obsessed with a dream. Her dream is to make name 
and money in the world of glamour. In her hunt for all these, she leaves her 
husband Manas far behind. Rani is a daughter of a poor prostitute. She always 
wished to shed off her dirty past. Quite late in life she realizes that men used her 
to achieve their selfish ends. She leaves Mumbai for Haridwar and decides to 
commit suicide by drowning in the river Ganga. Nirmalbabu, a saintly figure 
saves her and she is reborn. Tarun and Kilol, the two children give meaning to 
her life and also show her the true path of happiness in life. She learns in the 
midst of Nirmalbabu, Tarun and Kilol that tender care and selfless love for others 
is the only way of living in bliss. She does not leave Kilol even when he catches 
small pox, which was then considered fatal. Later Manas also joins her. 
  
Retpankhi (1974) tells a pathetic life story of Sunanda an orphan girl 
brought up by her paternal uncle and aunt. Tara and Sunanda are brought up in 
a village and one day Tara elopes with a taxi-driver. Sunanda is made to marry a 
middle aged widower who has a daughter Amla and a son Vinay in their teens. 
Sunanda has difficult time making place in their house as well as hearts. Hardly 
  
when she has achieved their love and confidence, she becomes a widow. 
Meanwhile she had cultivated a soft corner for Sridhar the friend of Vinay but the 
relationship dose not flower since Sridhar leaves for Delhi for a better future. 
Sunanda’s sufferings begin as an orphan child ill treat by her aunt, and ended by 
becoming a mother to the daughter of Tara, who was pressed by time and 
circumstances to live a life of prostitute. She had now become a schizophrenic 
patient. 
  
            Mare Pan Ek Ghar Hoy (1971) takes in a story of two sister and their 
troubles in life. Leena is the elder sister and Surekha the younger. Surekha is a 
schizophrenic patient and Leena has to give up her higher education and 
aspirations for the sake of her sister. Gradually all the responsibilities of the 
household fall upon her shoulders since the death of her mother and paralysis 
attack on her father. Surekha gets married to Anupam, a colleague of Leena 
whom she loved very much. She once again sacrifices for her sister. The novel 
excavated the inner landscape of Leena’s mind and heart. The novel ends with 
Surekha ultimately sent to an asylum and Anupam’s hint to Leena to allow him 
and Apurva his son to live with her. 
                                                                                                                                                  
Timir No Padchhayo (1969) deals with the life of Malati, who is in her 
forties, and looking afresh at her past eighteen years of married life she has no 
children and feels that there is no emotional tie between herself and her husband 
Dinkarrai. He is an established judge well known for his impartial justice. 
Knowingly or unknowingly he does injustice to Malati, Manbai and her son. The 
course of the novel takes a turn when it is disclosed that he has a son by a maid 
servant named Manbai, a result of his youthful infatuation. The son is in prison 
for he had killed his step father, who was a devil incarnate for him and his 
mother. Manbai goes to Dinkarrai to make an appeal to save their son, which is 
over heard by Malati too. Malati wants Dinkarrai to pay for his mistake for which a 
woman had to suffer all her life. But he is concerned about his name and 
reputation in the society, which would be tarnished if the truth revealed. But 
  
ultimately he has to surrender giving up his false notions of reputation. Malati, 
having left the house and Manbai having committed suicide, Dinkarrai is left to 
live his life in the darkness of loneliness. 
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CHAPTER III 
 
THEMATIC CONCERNS 
 
 Anita Desai and Varsha Adalja’s thematic concerns are feminist ones. 
Both the novelists emerge as having written these novels about women.  Women 
in this large social and cosmic infrastructure of the universe were displaced at 
some point of time.  Her role and contribution in the functioning of this super 
structure is either ignored or sided away as marginal or peripheral. Feminist 
movement as such is woman’s urge for being rooted and regenerated. It 
specifies her need to have a say (voice), possess a space and live for her self-
fulfillment. “It is by now axiomatic that feminism is concerned with the specificities 
of women’s existence. The modes of inquiry may be quite divergent but there is 
an underlying feeling that women are the subject of study” (Probyn, in Nicholson: 
179) both the novelists show their deep concern and thorough understanding of 
women’s individual potential, weaknesses and social status.            
 
 Time and space are two important dimensions of novel as a genre. Time; 
its epistemological imports and practical applications in the novels of these 
novelists are elaborately discussed in the fifth chapter on craftsmanship. In the 
present chapter the thematic concerns are studied with regards to spatial 
dimension. 
 
Place has assumed an equal importance, (perhaps more 
than time) because every human experience is rooted to 
its particular point in space. The modern novel is the 
organic product of a particular environment in a particular 
society in a given time. It is thus impossible to write a 
good novel today that remains suspended out of time and 
space; it must have a definite location in temporal and 
spatial reality. (Mukherjee: 18) 
  
  
From Paleolithic times, space has played a considerable role in the 
settlement of the species called “homo–sapiens”. Civilization prospered in 
accordance to the kind (riverside / forest) of space that they occupied. For 
instance; the concept of landscape has been treated in various ways in Indian 
cosmology. The early Aryan invaders settled in the forests. Tagore remarks that: 
 
In India it was in the forests that our civilizations had its 
birth, and it took a distinct character from this origin and 
environment. (Tagore, in Rao and Singh: 81) 
 
 Life in the forests brought man closer to the realm of the spiritual. His mind 
did not feel restricted and he endeavored: 
 
Not to acquire but to realize, to enlarge his 
consciousness by growing with and growing into his 
surroundings. (Tagore, in Rao and Singh: 82) 
 
 From Paleolithic to cybernetic times, i.e. from caves to cottages to 
concrete jungles, man has always created space for himself. Rise and fall of 
civilizations, history making epochs and all sorts of cosmic cycles are based on 
space occupying in some or the other ways. Space or spatial relevance has now 
become the concern of cultural, sociological as well as literary theories and 
studies. Even modern physics emphasizes not time but space. (Euclidian 
Physics) Fine arts and performing arts also have spatial relevance. Painting, 
music and dancing are primary spatial illusions whereas literature is secondary 
spatial illusion. In the light of this it would not be too much to say that women’s 
literature is all about space–shift and space occupying. Feminist criticism is about 
appropriating and examining the spatial relevance in the literary works by 
women, of women and for women. 
 
  
According to the Oxford English Dictionary, the word ‘spatial’ means; 
“having extension in space, occupying or taking up space, consisting of or 
characterized by space.” In three – dimensional manner, space denotes area or 
extension occupied by an object for some purpose. It is oblivion that ‘spatial’ and 
‘space’ refer to a certain kind of relationship amongst the objects considered. The 
term in postmodern feminist paradigm denotes a lacuna, a landscape or a locale. 
 
 The thematic concerns of Anita Desai and Varsha Adalja are primarily 
feminist in nature. To explore the thematic concerns in the novels, answers to the 
following three questions are sought; a) can the subaltern speak? b) Can the 
subaltern occupy space? c) Can the subaltern achieve utopia? These three 
terms are much discussed and applied parameters of postmodern feminist 
criticism. The discussion of this chapter will concentrate on whether the women 
characters of these two novelists make and effort to speak in a patriarchal world 
or not, whether they have undergone any displacement or occupied space in 
terms of locale and social relations and whether they strived to achieve their 
personal utopia. In order to understand woman’s position in the society, one has 
to understand the system of patriarchy. A woman is not born but made implies 
that she is taught to think, speak and act according to the man’s point of view. 
She is simply a commodity or machine which has been used, bought, sold and at 
times thrown away, destroyed to suit the need of super socio political power 
structure called patriarchy. Shirin Kudehedkar gives an interesting account of 
women’s position in the society in the following words: 
 
Basic to patriarchy is the conflation of sex and gender 
roles. The biological sex distinctions of male and female 
are by and large acceptable to feminists, though with the 
increasing attention paid to homosexuality even these 
distinctions are being examined afresh. But the invariable 
association of socially established gender characteristics 
of masculine and feminine with these biological sex 
  
distinctions is what feminists challenge together with the 
sexual division of labour. The social roles of wife, mother, 
housewife assigned to women go hand in hand with a 
division into the public and private domains, the first 
being the sphere considered proper to men, the second 
to women. Women become “the second sex” in Simone 
de Beauvoir’s telling phrase. Milton’s line, “He for God 
only, she for God in him” could well be cited as an 
example of the almost universally held assumption that 
man’s purpose in life is to serve God, the state, society, 
not least his own self–advancement, while woman’s 
purpose is to serve man. Man is seen as the norm, 
woman as the ‘other’, not merely different, but inferior 
lacking. Personality traits are distinguished in terms of 
polar opposites of masculine and feminine. Men are 
considered to be bold, strong, assertive, independent, 
aspiring, rational, and logical. Women on the contrary are 
considered to be timid, yielding, gentle, dependent, self – 
sacrificing, emotional, and intuitive. Though all cultures 
claim to praise and value the ‘womanly’ quality, one can 
cite an equal number of passages denigrating women 
while the verbal praise masks the actual relegation to a 
secondary position. Literature of course amply reflects 
these stereotypes. (Kudchedkar: 33) 
 
  Desai and Adalja through their writings have made foremost place in the 
field of literature of their respective languages. Anita Desai makes one of her 
characters Maya (CP) tell her own story, thereby giving an example that she had 
‘voice’ and also the courage to express. Both the novelists do not allow their 
women characters to accept the false notions about themselves given by men. 
Their characters challenge their traditional roles and revalidate their own position 
  
in the society. Adalja’s Leena (MP) and Desai’s Bim (CD) are the bread winners 
and the sole support of their families. Various relations such as matrimonial, 
parent – children, sibling, family, friends and neighbors etc are also reexamined 
and re appropriated. Their women characters on different occasions make efforts 
in various capacities to bring in a change. In the words of Shirin Kudchekar,   
 
 The feminist movement disputes the conflation of Sex 
and gender categories and releases women from 
confinement to gender roles. It aims at making woman 
the subject of her own story and not the object of male 
desire and makes satisfaction or a whipping block for 
male frustration. Women come to realize the in 
authenticity of the lives lead and struggle to discover for 
themselves their own impulses, reactions, desires and 
need. Their quest is for self–knowledge and self– 
realization which can in turn lead to relationships based 
on mutual understanding and respect. Individual change 
and social change, both are desire goals, together with 
an eventual change is made perceptions and attitudes. 
(Kudchedkar: 34) 
 
 Knowledge of where we speak from and which voices are sanctioned is 
important in interpreting the voice of women and its effect in the male dominated 
society. In this context Cixous rightly points out that: 
 
Woman must write her self: must write about women and 
bring women to writing, from which they have been 
driven away as violently as from their bodies for the same 
reasons, by the same law, with the same fatal goal. 
Woman must put herself into the text–as into the world 
  
and into history–by her own movement. (Cixous 1976: 
875) 
 
 The writing of the story of Maya, the protagonist of Cry, the Peacock is a 
significant act of “putting herself into the text” for not only is she driven away from 
her body but also the parental embrace. The writing of the story is Maya’s 
assertion of her lack, the want she suffers from. It is an assertion of her desire; a 
proclamation, a lament. Perhaps her voice through her writing gives a proof of 
‘Great literature is born out of pain’. She puts herself into the text as a child 
woman, a seeker and a lover of landscape and a creator of utopia. As Cixous 
says, “Women’s imaginary is inexhaustible, like music, painting, and writing: their 
stream of phantasm is incredible”. (Cixous 1976:876) 
 
 Maya is one such woman whose “imaginary” is “inexhaustible”. And it is 
through her that Desai seems to link the duality inherent in the “imaginary”; at 
one level it is a reflection of woman’s creativity (Maya writes her self) and is 
therefore enriching, and at another imaginary becomes identifiable with autism 
with hysteria and madness. It becomes stultifying. 
 
 Maya writes her own story and it is full of the inexhaustible stream of ideas 
and passions that haunt her. Her story also reveals how she functions within a 
distinct Indian framework as a symbol of desire. As a motherless child, she has 
unusual father–fixation. Her father has over–protected her thereby making her 
fragile and child–like forever. Lack of mature adulthood in her imposes an 
ambiguous relationship with her husband Gautam. His Hindu consciousness 
makes him think of her in terms of the concept of illusion suggested by her name. 
Maya fails to come out of her utopia into the social patriarchal world. Maya is an 
incomplete adult, for although sensitive and well–read she is treated throughout 
as a child, spoilt and indulged, rather than a woman, willing to be heard and 
spoken to. Her father shields her from reality, from the gross ugliness of the 
  
outside world. The only reality that she encountered in her father’s land, a world 
of poetry and flowers, fails to initiate her into adult life: 
 
 ….my childhood was one in which much was excluded, 
which grew steadily more restricted, unnatural even, and 
in which I lived as a toy princess in a toy world. But it was 
a pretty one (CP 89) 
 
 It seems that it is the absence of a mother that has stunted Maya’s growth 
as an individual. It is in the nature, the garden, the closed landscape that she 
seeks the lost mother. She craves for a deeper affiliation and understanding of 
nature. Nature becomes to her a private solace, a speaking figure. The animals, 
birds and flowers fill the empty space, the lack which she has failed to complete 
in human relations. She makes nature her alter- universe, and from nature she 
has no fear of being retaliated or rejected. Her deep fears that she would not be 
understood if she spoke to people, results in her total estrangement from the 
peopled world. She shies away from contact for fear of being misunderstood and 
we see her expressing herself in writing. Maya’s conversation with her husband 
is, an indication of her not being able to create a rapport in their relation. In fact 
he fails to read her signs and is too self–absorbed to understand her words, just 
as she fails to identify with his: 
 
 ...I had yearned for the contact that goes deeper than 
flesh – that of thought and longed to transmit to him the 
laughter that gurgled up in my throat as I saw a goat 
nuzzle, secretly, a basket of sliced melons in the bazaar 
while the vendor’s back was turned or the profound thrill 
that lit a bonfire in the pit of my stomach – when I saw the 
sun unfurl like a rose in the west, the west and farther 
west…, But those were the times when I admitted to the 
  
loneliness of the human soul, and I would keep silent. 
(CP 104 - 105) 
 
 No one treats her seriously, neither her father, not her husband not her in 
laws. Gautam fails to provide her with sexual and emotional gratification. She is 
caught in the whirlgig due to her obsession with fate, with death, with herself. Her 
sensitivity captivates her, makes her a neurotic. There is an apparent 
purposelessness in her wife but she identifies with the monkeys trapped to be 
exported, she understands the passive resistance and helplessness of the 
women at the cabaret. She is fully aware of and also registers the dull facade 
that haunts the middle– class Lals. Maya is a child–woman, whose refusal to 
grow is partly a failure of the society that sees women as incapable of 
independence and resilience, a society that lives on superstitions and fears their 
consequences. 
 
 Not only with Gautam but also with Gautam’s mother and sister she fails 
to establish sound relationship. It is not that Gautam’s mother is indifferent to 
Maya. Maya wants more than her cool–headed affection. Like an infant she 
seeks touch and warmth, the clasping of her arms and the comfort of her smiles. 
Gautam’s mother is a powerful mother figure, both to her family and the crèche 
that she runs, suggest another possible identity for women. But her maternal 
warmth is cryptic and speechless. She too does not use words to express her 
care and concern. Maya carries with her only two things from her father’s house 
one her imaginary world and another the albino’s prophecy. Maya miserably fails 
to occupy a place amidst people and in the fourth year of their marriage she 
becomes obsessed with the prophecy of the albino that she will encounter a 
death. She suffers from death fixation. 
 
Death lurked in those spaces, the darkness spoke of 
distance, separation loneliness–loneliness of such 
proportion that it broke the bounds of that single word 
  
and all its associations, and went spilling and spreading 
out and about, lapping the stars, each one isolated from 
the other by so much. And the longer I gazed, the farther 
they retreated, Hill there was only the darkness hanging, 
like a moist shroud, ever our heads, and I thought of the 
long journey of the dead from one birth into another… 
(CP 22) 
 
 Her displacement from father’s house to Gautam’s house after their 
marriage proves to be fatal. She yearns for ‘companionship ‘and it is what she 
fails to receive.Loneliness and separation first from her mother in death and then 
from father in marriage have in fact aggravated her neurosis. But finally it is her 
pet dog Toto’s death that ignites disorder in her and pushes her towards the final 
catastrophe. Placement and displacement is an ongoing event of nature. The 
process of leaving and entering is integral to an Indian woman’s experience. It is 
to the house that her first duty lies. The life outside is of secondary importance in 
most cases. (Even in case of dynamic, successful working women) Maya’s 
leaving of her father’s house and entering her husband’s causes rupture which 
gives way to frustration. Despite all the comforts she sees herself as ‘unhoused’. 
She is ever haunted by the house that she had left behind. She is expected to 
redefine, restate her self on alien terms and this is exactly what she fails to do. 
The husband’s house does not lend her a sense of security; she fails to be at 
peace with herself. After the displacement, Maya is never placed and she does 
not occupy space in private or public domain “To be at home is to be in a space 
that receives and accepts one” (Hammer: 383) Gautam’s house does not offer 
her psychic, inner landscape a sense of belonging. The father’s house becomes 
a palimpsest to which she can return only after the death of Gautam. It is sad but 
also fitting that the search for location for a sense of place, a yearning for a 
proper home, her unfulfilled desire, and her utopia will end in the asylum. Her last 
utterance is in the form of cry followed by her disappearance.  
 
  
 Where Shall We Go This Summer (1975) is a novel directly pointing to the 
theme of Sita’s movement and placement. Cry, the Peacock is about a woman 
writing herself, Where Shall We Go This Summer is a story of a woman in search 
of a self. But ironically enough Anita Desai in the next three novels Where Shall 
We Go This Summer, Fire On The Mountain and Clear Light Of Day uses third 
person narration and in Where Shall We Go This Summer  for Sita’s art of story 
telling she comments; 
 
 She tried to make the description of the games she had 
played as a child amusing for him, colorful and knew all 
along that she had no gift for narrative at all. (WS 102)  
 
One is lead to think; is it a telling comment on Sita’s art of story writing.  
Sita is in some ways an extension of Maya, she is extremely sensitive, 
motherless, (for her mother has left them) and has unusual father–fixation. The 
difference is Maya did not have children, after four years of her marriage, 
whereas Sita had four children and was pregnant with the fifth when over–forty. 
The conversation between Sita and Raman reveal what false notions he had for 
her likes and dislikes; 
 
But you were always so pleased about the babies, Sita’, 
he said closing his fists, unclosing them, uncertainly, 
They always pleased you.(WS 29) 
 
 Twice Sita had tried to express her views over this state of hers but she 
fails to communicate the existential overtone of her feelings. She is many a times 
moved by the scenes of violence and destruction around her even by her own 
children. No one responded to her in sympathizing with the sufferers. She was 
always neglected as melodramatic. Raman hated her for this feature in her. As a 
woman experiencing a severe existential angst in this monotonous boring and 
horror filled world she goes unheard and ignored. 
  
 Like Maya, Sita too fails in establishing family relations at her in laws. The 
household run well in order is all because of Raman’s care and attention. She 
has failed to win their confidence and affection.Even her own daughter especially 
Meneka contempt her for this kind of attitude towards life. Hers is a utopian world 
where there is magic to remove all sufferings of man. Manori, the island of magic 
can possibly give her this assurance and so she goes to the island with Meneka 
and Karan.  
 
 I’m not pleased; I’m frightened’ she hissed through her 
teeth. ‘Frightened. 
 Why? Why? He spoke gently. Everything will go well I 
thought it grows easier and easier. 
It’s not easier. It’s harder–harder. It’s unbearable. She 
wept. (WS 29) 
 
 They have been living together for twenty years and Raman a cool calm–
headed man of reason and order did not notice that Sita was over– forty and 
could not be pleased in bringing another child into this world of violence. When 
Sita is preparing to leave for the island the maternal place, Raman infuriates her 
and she explodes. Raman exclaimed. ‘Think of your condition’. 
 
What do you know about my condition? She flared. I’ve 
told you–I’ve tried to tell you but you haven’t understood 
a thing, and hurled slippers, papers, nightgowns. (WS 30) 
  
 What Sita wished was quite impossible, to keep the baby in the womb 
forever and not be born. But ironically even Meneka’s identification with Sita 
remains incomplete. Though she had great faith in her father, it was not without 
blotches, since her growing self becomes aware of the fact that “her father’s 
daylight, practical charisma had its under lit night–time aspect…”.(WS 69) She 
comes out of her childhood impressions of her father as a freedom fighter, a 
  
savior of mankind, a second Gandhi. She gradually understands the hypocrisy 
and the vainglorious attitude at the cost of illiterate, innocent and ignorant 
islanders. Even when her brother Jivan told her that their mother had not died but 
had left them and gone to Benaras, told her that Rekha was their step–sister, that 
their father had another mistress, that he befooled the islanders by giving them 
herbal medicines filled with gold powder, she preferred not to believe. But when 
she visits the island for the second time for reliving the magical powers of the 
island that it had some twenty years before, she realizes that the picture was 
illusory; that of the father and also the land. Yet the reason that she experiences 
the urge to leave the mainland and go to the island is that she had in the past 
recovered her childhood here: 
 
On this island, strange experience, and strange 
sensations made her think and grow too large for the 
chrysalis of children and so she slowly, unwillingly 
emerged. She felt this strangeness in the atmosphere not 
altogether comfortable as a moth that has emerged from 
its cocoon not into sunlight but into a grey nonlight that 
does not worm the damp wings or give them strength for 
flight. (WS 69) 
 
 Before her entry into the island their early life was of uncertainty and 
insecurity for her father was the freedom fighter. Sita’s childhood had verged on 
separation and seclusion: 
 
…..Sita could tell from her own experience their lives had 
been lived inside jails. In crowded assemblies, in mobs, 
in slums, tenements, and villages where life was not 
picturesque or calm, but harsh and barbaric. They had 
known all the tensions of political life, although only on 
the brink of it, and its cruelties. There had been long 
  
separations, dark seclusions. There had been austerity 
and fear. It was always made clear to Sita that this was 
no age for games or sweets but one for prayer and 
sacrifice (WS 59) 
 
 Life before coming to the island in 1947 is contrasted to the life on the 
island to emphasize that feeling of being placed in her. ‘Jeevan Ashram’ as it was 
called symbolically implied “the home of the soul”. To this childhood home on 
island of Sita is contrasted the mainland where she was taken by Raman the son 
of her father’s friend. After the death of her father, Raman takes her to the 
mainland installs her in a college hostel and eventually marries her for Desai 
writes “out of pity, out of lust, out of sudden will for adventure, and because it 
was inevitable”. (WS 89) 
 
 Sita’s movement of entering and leaving the island has not been without 
ruptures and lacuna. Her life before the first auspicious landing on it is presented 
quite in contrast. Satirically it looks like the novelist is juxtaposing the pre–
independence scene of India and the post– independence India and implies that 
winning independence through the Gandhian means was a mysterious magic 
and perhaps it still is. But the ‘second Gandhi’ as he is called has been 
inattentive to his own children and family. His image amongst children remain a 
doubtful one (full of suspicions) even Rekha the elder daughter, to whom he was 
incestuously attached and preferred her company to Sita's responded to his 
death in an ambiguous way. It seemed as though she was desperately waiting 
for this moment only. Desai writes: 
 
Sita realized he had died when, looking up from the mat 
where he lay without any apparent change in his 
appearance, she saw, to his astonishment, Rekha, lift her 
heavy arms from her lap and twist her long, dishevelled 
hair into a tight knot at her neck with a swift determined 
  
gesture. She stabbed one or two long pins into it, then 
smiled at Sita's startled, uneasy look. Her smile made 
Sita shrink - it was so Saurian, so malevolent, and 
cynical. Then Rekha nodded at their father, smiling, and 
Sita looked and saw that he had stopped breathing. 
'Come' said Rekha, in a voice that rang, 'We can go now'. 
(WS 89) 
 
After the death of the father, 'the second Gandhi' as is he satirically called; 
Rekha leaves the island to become the Nightingale of Air. Jivan had left some 
time ago, to become headline - maker, a turbulent trade union leader always in 
the knotted centre of troubles and riots. She leaves the island of magic mystery 
behind to find place in the mainland Bombay. After living for twenty years on the 
'mainland', Sita realizes the need to return, to go back to the island: 
 
The mainland-the very word implied solidity, security: the 
solidity of streets, the security of houses. She had not 
realized then that living there would teach her only that 
life was a crust of dull tedium, of hopeless 
disappointment, but a thin crust, a flimsy crust that, at 
every second or third step, broke apart so that she 
tumbled in, with the most awful sensation, into a crashed 
pile of debris. (WS 52) 
 
In contrast with the life on the mainland, life on the island seemed bizarre, 
unappealing and at first, Sita had been more than relieved to leave it behind. But 
despite the presence of her husband and children, Sita feels drained, washed out 
with 'dull tedium' (WS 52) on the mainland. It appears to her as a landscape 
without vision. She cannot enjoy her truncated existence in the city of Bombay. 
Hence Sita's return to the island is an attempt to restore the magic and mystery 
that surrounded the place. Her re-entering into the island is like coming to the 
  
maternal place during pregnancy which is a common practice in India household. 
Sita's this move is correlated to the daughter's return to her mother's house by 
Kakar, in the following manner: 
 
Thus, in many parts of India, the expectant mother goes 
back to stay at her own mother's house a few months 
before the delivery. This stay helps her to strengthen her 
identification with her mother, prerequisites for her own 
capacity for motherhood. (Kakar: 77) 
 
At the outset, the island signifies a desire to return to the mother's womb. 
While staying on mainland she was ever haunted by the nostalgic memories of 
her childhood. She still thinks of it as  inseparable from herself. At a deeper level 
the island is a seat of conflict raging inside Sita's mind. She might have left it, 
escaped it, but she has not been able to resolve the puzzle around it. She cannot 
forget the mysteries residing in the bosom of the island, these were mysteries 
related to her life, her mother's absence, her father and his relationships to her 
elder sister and his interest in the cult of magic and deceit. Sita's nostalgia for the 
past is evoked by her stifled present and the fear of the future. Island seems to 
provide an opportunity of being "Inward" As suggested by Rilke: 
 
Extensive as 'outwardness' may be, it will hardly, with all 
its sidereal distances, bear any comparison with the 
dimensions with the depth-dimension of our inwardness 
(Rilke, in Leishman: 18) 
 
Sita wishes to fulfill such a longing by entering the island. She realizes the 
necessity to be able to in see, to put oneself at the centre of her past. This has 
somehow crippled her present. The only way to be able to reconcile herself to the 
past, the father's land, is to enter it and then as the truth reveals itself, to 'jump 
out' of it. What did not become possible for Maya, was made possible for Sita i.e. 
  
re-entering into father's land which lead her to self-introspection and than the 
revelation that the past had to be buried and the present accepted and the future 
to be hoped for. Thus the spatio-temporal sequence of the novel highlights the 
inner mood and anxiety of, its principal character. Her escape of the island bears 
many fold revelations; such as social, psychological and spiritual. She realizes 
and also reads in the eyes of her children Meneka and Karan that; life in the 
mainland was comfortable, secure and in order. The monsoon on the island 
provides her with a chance to look at the past objectively, and a more mature 
way. It helps her to enliven the interest in life in nature, in the wild pleasures of 
the unkempt world. She enjoys with her children like a carefree girl and at the 
same time is made aware of the responsibility of the baby nurturing in her womb. 
The island may be divested of magic but it still retains the power to enthrall her: 
 
Thus, in the third part the functional background of the 
island has fully served the purpose of being a metaphor 
with many meanings. (Rao: 48) 
 
She understands that she cannot shed away her role as a housewife as a 
mother. She cannot live without the approval and love of her husband and 
children. She reads a sense of reproach in the silence of children: 
 
To them, she realized with a painful sloughing-off of 
disbelief, it was life in their flat on Napean Sea Road that 
had been right and proper, natural and acceptable; it was 
this so called "escape" to the island that was madness. 
(WS 95) 
 
She confronts the reality that once it (island) was a home, it provided her 
shelter and refuge but now she has responsibilities to fulfill, it is significant that 
Sita can return to the island only as a guest now, her destiny is elsewhere, it is 
on the mainland. Paradoxically to her mother's decision of discarding them, she 
  
gathers courage and understanding to accept her own role as a mother. When 
the 'in seeing' (Rilke) is over she 'jumps out' of this centre before it imprisons her 
into a permanent statis, reduces her to nothingness. Further, her return to the 
mainland puts an end to her role as a guest. As a married woman she cannot live 
in this maternal refuge forever. She must depart lest her presence becomes as a 
burden, a threat, a concern. As suggested by Kakar: 
 
... in Indian society-a daughter is considered a 'guest' in 
her natal family, treated with solicitous concern often 
accorded to a welcome outsider, who all too soon, will 
marry and leave her mother for good (Kakar: 61) 
 
Psychologically she experiences the lack of the ability of artistic creation to 
give a vent to her emotional urge. She tells Meneka: 
 
I wish I had your talent. I would nurse it so carefully - like 
a plant make it grow, grow. I used to think after. I left this 
island and had to think what I would do next - that if only I 
could paint, or sing, or play the sitar well, really well, I 
should have grown into a sensible woman. Instead of 
being what I am, she said with stinging bitterness, 
rubbing the ash this way and that with her slipper. I 
should have known how to channel my thoughts and 
feelings, how to put them to use. I should have given my 
life some shape then, some meaning. At least, it would 
have had some for me-even if no one else had cared. 
(WS 108) 
 
From her very childhood the talent for some art she had unknowingly 
craved for. While her step sister Rekha could sing and play sitar, Sita felt jealous 
due to sibling rivalry. She believed that only artist could transcend the sufferings 
  
of this world, the miseries of current human existence. An artist committed to her 
vocation alone can fulfill, add meaning to her live. The novelist’s point of view is 
very well expressed through Sita's voice but Meneka out rightly rejects it by 
saying; I can't stand nonsense. It's boring (WS108) 
 
Like Maya, Sita too feels the anxiety of vocation, the anxiety of 
acceptance and the anxiety of place. But she is better off than Maya since she 
succeeds at least in expressing her anxieties. She does not hold any of her 
family members responsible for her predicament. She seems to have gathered 
courage and self-assurance. She imbibes the capacity to digest rejections from 
various angles; from her mother from the inhabitants of the island, from her very 
children and husband too. Sita's "self-surrender" after a brief "NO" is the only 
recourse left to her.  "NO", although futile and presumptuous, offers her injured 
self a fleeting satisfaction, a temporary relief. She has had the imaginative 
potential to live a life of vision. It corresponds with her need to be "Inside". She 
has been able to hold onto this need with her courage to say "NO".  
 
Anita Desia's Sita makes a prodigious attempt to locate herself in a 
landscape of her past. Her escape or a withdrawal is a process of recreation and 
reconciliation. Spiritually she becomes richer and stronger with her stay on the 
island. The island of Manori, the house, the waves of the sea, the monsoon 
showers, all of them, an embodiment of the cosmic principle provide an inner 
space, a womanly space to Sita. It is within this space that Sita's imaginary and 
remembered landscape converges into a deeper and a more positive, feminine 
landscape. Hopefully she would not only reconcile herself to the wandering ghost 
of her mother, but forgive the father and be able to relate to her daughter. She 
turns to the mainland to give birth to the baby. 
 
The conclusion of the novel is not explosive or violent like most of Desai's 
other novels. What saves Sita from complete disintegration and a lapse into 
  
autism like Maya, is her children, her pregnancy and her own willingness to 
reconcile herself with life's vicissitudes: 
 
She felt the long, straight, monotonous track of her life. 
Whip itself round her in swift circles, perhaps & spiral, 
whirling round and around till its very lines dissolved and 
turned to a blur of silver, the blurred silver of the mirror-
like windowpanes. All was bright, all was blurred, and all 
was in a whirl. Life had no periods, no stretches. It simply 
swirled around, muddling and confusion, leading 
nowhere. (WS 140) 
 
Despite this, the final say lies in the hands of Raman, while walking in the 
sand beach, she suddenly recalls the entire verse of Lawrence she had so long 
been pursuing. 
 
The wild young heifer, glancing distraught,  
With a strange, new knocking of life, at her side 
Runs seeking loneliness. 
The little grain draws down the earth, to hide 
Nay, even the slumberous egg as it Labors 
under the shall 
Patiently to divide and sub-divide, 
Asks  to be hidden, and wishes nothing to tell. 
 
She wished to explain to Raman the significance it had in 
understanding the deeper meanings of life;  
 
'then the great gap between them would be newly and 
securely bridged. 
  
But, as she caught up with him, panting, he spoke first, in 
a quite, normal, even voice, of some quite different 
emotion. 
It wouldn't be bad, he said ‘to give up the factory and 
come to live here. Do some farming. I'd like that but what 
can you farm here? Bombay duck? That stinks even 
worse that the factory.’ he laughed. 
She laughed too, gulping down the words of explanation, 
the poem, in painful swallows. (WS 137) 
 
Her utopia, the world without violence and destruction, a world where it 
were possible to prevent giving birth to a child remains unaccomplished. She 
realizes its impossibility and prepares herself for the return, acceptance, 
rejection, desertion and disapproval. 
 
Maya's garden, Sita's island and now Nanda Kaul's mountain have taken 
the significance of a closed landscape, landscape offering expansion and depth 
and landscape offering attitude respectively. Garden happens to be the most 
orderly form of landscape amongst the three and yet Maya's life turns out to be 
the most formless and disorderly. Sita's island represents expanded space in 
deep ocean this enables her to draw towards her inward self. Nanda Kaul the 
protagonist of Fire on the Mountain (1975) retreats to Kasauli the foothills of the 
Himalayas, the place that offers contemplation and renunciation. 
 
Nanda Kaul is the grand old woman of Anita Desai's galaxy of women 
characters. She is perhaps the one who has suffered and endured the torments 
of the patriarchal social set up. The aged Nanda Kaul lives in a decrepit summer 
villa in the foothills of the Himalayas, retreated to her small house called 
Carignano, after the death of her husband, a university Vice- chancellor. Her 
associations with different places like Kashmir, Punjab and Kasauli coincide with 
her childrehood, youth-middle age and old age respectively. Nanda Kaul's 
  
movement i-e entering and leaving is quite different from her two predecessors. 
She does not reenter her parent’s land but goes to hills where sanyasis go with a 
possibility and hope for salvation. Whilst the previous landscapes, where rooted 
to the ground, the concrete, and the escape was a temporary relief to the 
women, this time Desai's Nanda Kaul has made a decisive permanent departure 
from the solidity and clutter of social life. By choosing to live at Carignano "She is 
outside the city". Cixous asserts the "City is man, ruled by masculine law" 
(Cixous,1981:49) and there Nanda Kaul has been unrecognized and unloved. 
 
Life in the city, we are led to believe, life with the husband and her children 
“was alien to her nature”. (FM 145) Being outside time in a man's world, Desai's 
women assert a need for a ''women's time''. For Nanda Kaul it is realized in old 
age. We come to know about her childhood in Kashmir through her story telling 
of her past to Raka her great grand daughter. It is the vivid and also fanciful 
description of the streams, the lakes, the rivers, the houseboats, the willows, the 
orchards, that she enjoyed to the fullest as an innocent and carefree child. Her 
description of Kashmir the remembered landscape is in stark contrast to her 
description, of Kasuali the real landscape as “dry dusty, dull little place”. (FM 92) 
Between Kashmir and Kasauli we have the dusty plains of Punjab where she 
lived as a wife of a university Vice-Chancellor, a mother of several children, and 
an entertaining hostess to her husband's colleagues and students. 'Nanda Kaul 
identifies her life in Punjab with the lake of Chandigarh."Chandigarh's lake lay 
like molten lead in a groove''. (FM 91) 
 
Re entering into father's land was made possible for Maya, after Gautam's 
death, for Sita, temporarily before the birth of her fifth child and Nanda does enter 
only mentally. She recaptures her past and tells the story of her life lived at 
Kashmir and Punjab to Raka. What is so complex about this novel is Nanda's 
attitude towards her past. The past at Punjab has been too heavy for her but she 
creates a fanciful picture to Raka. We could perhaps take it as a play of opposing 
emotions, of moral and material conflicts and of human limitations. Carignano on 
  
the mountain top is set off as a contrast against the full and busy life that Nanda 
Kaul lived as a vice-chancellor's wife in Chandigarh: 
 
The old house, the full house, of that period of her life 
when she was the Vice - Chancellor's wife and at the hub 
of a small intense and busy world, had not pleased her 
crowding had stifled her (FM 29) 
 
Between her and the old, full house there existed only 
one bond, that of duty, responsibility. It did not become 
her as she always saw it as "his house, never hers" 
(FM18) 'She had suffered from the nimiety, the disorder, 
the fluctuating and unpredictable excess. (FM 30) 
 
As a "Vice-chancellor's wife'' She is a woman whose function within ''a 
feminine subject position” is that of duty and subservience. Nanda Kaul is 
unhappy in that role. Desai's deviant women challenge the prevailing assumption 
that motherhood and child-rearing bring women "natural self-fulfillment''. 
(Weedon: 1989: 130) 
 
Though Nanda Kaul and Sita both question the tradition decrees of 
motherhood, Sita does confess Raman's goodness of nature, his concern. With 
Nanda Kaul it is something rare to be able to achieve. For only in the end we are 
told that her husband had a life long affair with Miss David, a mathematics 
teacher and had not married her because she was a Christian and yet she has 
discharged all her duties well and now she wants to forget all about it and have 
no more of it. Throughout her long tedious life she has never been able to speak 
out for herself. Tired of every kind of excess, Nanda Kaul is pleased with the 
landscape at Kasauli for its barrenness. She has reached to the saturation of her 
living and in her old age she wants to shun away from everything. The 
landscape, the space that she has come to occupy reflects this: 
  
What pleased and satisfied her so, here at Carignano, 
was its barrenness. This was the chief virtue of all 
Kasauli of course - its starkness. It had rocks, it had 
pines. It had light and air. In every direction there was a 
sweeping view to the north, of the mountains, to the 
south of the plains occasionally an eagle swam through 
this clear unobstructed mass of light and air.That was all. 
(FM 4) 
 
Her Husband's house with all its excess, failed to provide ease, essential 
harmony. Kasauli landscape offers her a fulfillment that she was bereft of in 
Punjab plains. She never revolted nor demanded justification for being thus 
treated. Out of all women characters, her woman hood has been crushed down 
in the utmost humiliating way. And she does not speak out nor does she walk 
out. It is only after all the duties towards children and husband are over she 
leaves in search of solace and peace, away from the humdrum of having so 
many children Leaving plains and entering mountains is an act signifying her 
escape from the patriarchal system and her own past. The place here is her own 
and it provides ample opportunity to contemplate and assess the nature of her 
existence. Having executed her duties as a householder, she seeks to be desire 
less. The sweeping view from Carignano, both of the mountains and the plains is 
symbolic of the spiritual and earthly transcendence that Nanda Kaul wishes to 
attain. She seeks to enclose and shut herself off into the world which neither 
demands nor promises. Alone, Nanda Kaul wishes to become like the child in the 
womb that neither owes nor fulfills. It alone surveys the prospect within. To 
Nanda Kaul however, the prospect is neither without memories nor regrets. From 
the sweeping hills she is also seeking an inner calm and tranquil. In this respect it 
is important to point out that she succeeds only partially and is miserable. 
 
As a recluse she desires to become a pine tree which is symptomatic of 
an inner desire to be stripped of all human identity. Amidst all the calm the news 
  
of her great granddaughter's possible arrival is "an unwelcome intrusion." (FM 3) 
Here in Kasuali, Nanda Kaul is looking for communion which the social world has 
failed to offer. From the very beginning of the novel we are made aware of Nanda 
Kaul's rejection of the world of demands and requests. She fears the violation of 
her privacy in Raka. For Nanda Kaul ''this privacy achieved only at the end of her 
life....'' (FM 36) is of great value and she dreads the loss of it. The thought of 
''having a relation, a dependent'' (FM 35), is unnerving to her. As a mother and a 
wife she had no self of her own, every thought, every action of hers was centred 
and occupied by those who lived with her she had neither time nor space to 
nourish her interests. She had no private self. It should be stressed that at 
Carignano, prior to the arrival of Raka, Nanda Kaul is seeking a degree of self-
possession. However the following argument will explain that solitude is for 
Nanda Kaul, state of compulsion rather than of choice. 
 
Desai explores the relationship between Nanda Kaul and Raka, as a 
central concern in the novel. She has disliked the idea of someone living with her 
but gradually and ironically it is she who pursues Raka and Raka neglects and 
hates this attitude of her’s while trying to attract Raka in whom she has found her 
second self, through her imaginary stories, Raka happens to ask her; 'Why did 
you come here then,' instead of going back to Kashmir? (FM 93) Nanda Kaul 
answers: “One does not go back”. One doesn't go back, one might just as well try 
to become young again'. (FM 93) And though unwilling to go back, she does 
enter in the world of Raka, her second childhood. It was she who rejected Raka 
in the beginning, but then she painfully realizes that it is Raka who has unlike 
her, rejected the adult world by her instinct. Nanda and Raka both had rejected 
the hostile patriarchal world but the difference was the elder woman was 
'reduced to doing' so, (FM145) whereas Raka, was a recluse by nature. The 
narrator writers: 
 
 
  
She was the only child Nanda Kaul had ever known who 
preferred to stand apart and go off and disappear to 
being loved, cared for and made the centre of attention. 
The children Nanda Kaul had known had wanted only to 
be such centres: Raka alone did not (FM 79 - 80) 
 
Here is a child who seeks neither attention nor gratification. Here is a child 
who prefers "to stand apart'', to be distant and to disappear. Raka's objection is 
viewed by Nanda Kaul with mixed feelings of awe and wonder. She wants to be 
drawn into it. She makes desperate attempts to involve the child in her 
conversations, her fantasies, but fails. Her Nani's world of fantasies is as painful 
a distraction as her mother's world of nursing homes and mysterious illness. But 
Nanda Kaul has no recourse to the inner world of Raka. Raka's bare exchanges 
with her do not provide her with any clues to the nature of her external and 
internal wanderings. Nanda Kaul begins to feel a deep although mistaken affinity 
and has no wish to see her go. She offers herself to Raka much to her own 
surprise but receives no assurance. The process of re-entering into the world of 
the girl-child is one of self-analysis and revelation. Something stirred within her 
and she understands in her refusal a crucial rejection of herself. She seeks an 
assurance, a comforting feeling. She wants to be loved and to love. She does not 
want to be left alone or to be rejected. None of the earlier sorrows has ruffled her 
as deeply as Raka's rejection of her. In the child's seemingly natural refusal she 
reads the failure of her forced refusal. It is the conclusion of the novel that brings 
about the final failure. However falsely, Nanda Kaul believed she had finally 
defined herself; this assurance is shaken by the death of Ila Das and by Raka, 
the imagined soul mate, who throughout the journey had refused to enter the 
imaginary world of Nanda Kaul. This is what she cannot take, accept and live 
with. It is this refusal which brings the final collapse. 
 
Patriarchal order has not provided the freedom of speech and affectionate, 
healthy, space in terms of personal fulfillment and social relations to Nanda kaul, 
  
Raka and Ila Das. The unfaithful husband, the image of the drunken father 
beating Raka's mother, the rape and murder of Ila Das, the issue of marriage of 
Preet Singh's seven year old daughter to an aged widower are moments that 
reinforce women's objection. These are the images of the masculine order, 
intensely physical and brutal signs of violation that exist in the society either in 
the name of tradition or as a result of women's silence where speech is deemed 
contrary to their nature. 
 
Ila Das the friend of Nanda Kaul and a welfare officer tried to speak but 
she was pushed beyond choking. The woman welfare officer's voice is not only 
stifled permanently but her body too is violated and finished. She is laughed at as 
hysteric and is later decapitated, silenced because the society sees her as a 
disparagement of the existing social order. The tightening of Preet Singh's fingers 
around her mouth is a moment of male assertion which forces her to gasp and 
finally chokes her to death. As welfare officer Ila Das has been nothing but a 
nuisance in the eyes of orthodox men like the priest and Preet Singh. Her talk of 
change and social reform is seen as a threat to the old and oppressive that is the 
patriarchal order. She is the woman who disturbs by challenging and suggesting. 
She is the voice that disturbs, amuses, irritates, the voice of the body that man 
begin to fear therefore decide to kill. She is an utterance. She speaks and is 
disliked, made fun of, for doing so. Speech becomes a sign of refusal, an 
instrument of revolt and men cannot take it, accept it and hold it. They can only 
silence it through violence and decapitation, rape and blood shed. 
 
At the end of the discussion what becomes evident to us is the ambiguity 
of the landscape in the lives of the three women. Whatever symbol of ascending 
and soaring the mountain may take, but the fact here remains that it devours 
Nanda Kaul and Ila Das and Raka sets the forest on fire thereby implying the 
destruction of the landscape that destroyed the other two women. The novel 
ends on a note of tragic uncertainty and disaster the subaltern deprived of 
  
speech, their space making and space occupying is fraught with pain and 
humiliation and their utopia lies in some distant land. 
 
By the time we come to Bimla Das of Clear Light of Day, we find the 
novelist rising higher in conceptualization of her women characters. To me Bimla 
Das seems to be the expanded and maturer Ila Das of FM. Ila Das's concern for 
the society, and strong passion for welfare service is installed in Bimla as a 
strong urge for vocation and self-reliance.  Also her weakness as to not being 
able to come out of false self pride is overcome by Bimla. Unlike her 
predecessors she is not solely an emotional wasteland but a solid fashion of 
emotion and reason. She emerges before the readers as a new woman who is 
very clear about her desires and the ways of fulfilling those wishes. Even the 
novelist in the depiction of Bim's heroinism develops a different narrative pattern 
than the earlier three novels. In this novel she is not only engaged in the 
exploration of multiple female concerns, but is situating her women like Bim and 
Tara within a particular cultural and historical context. These are women with a 
colonial past, living in urban surroundings. As witness to India's partition and 
Independence this generation of Indian women have been confronted with a 
series of questions regarding their position in a 'socio symbolic contract'. In her 
quest for self-identify within the socio symbolic contract, Bim challenges the 
existing order. India's struggle for independence followed by the political division 
of the country in the name of religion in 1947 had grave social, economic and 
psychological implications. The novel demonstrates this rupture and anguish by 
focusing on the lives of a particular group of people living in an old part of Delhi. 
It is an attempt to relate the atmosphere of the place before and after 
Independence. The event is marked by rapid changes in the outside world and 
the changes within the confines of the house. The summer of 1947 was marked 
with Raja's illness at home and country's partition outside. It marks the beginning 
of Bim's responsibility towards others and Aunt Mira's strange bent towards 
alcoholism. It is also the year that marks Tara’s escape from the drudgery of the 
old Delhi house and the death of her father. It marks Bim’s development as a 
  
new woman. Indeed, the socio-political changes within the country have a strong 
bearing on the personal history of these characters. 
 
As a new woman Bim chooses to redefine her position in society, Maya in 
Cry, the Peacock, suffers from an incurable emotional freeze, and becomes a 
victim of her own fragility. Unlike her, Bim in Clear Light of Day is an older 
woman with a mature understanding and a desire to live a full and radiant life. 
She works towards the betterment of herself, family, and society and makes 
herself useful. She does not recede into narcissistic imagination. She sees to the 
needs of others. She gives not only economic but also emotional support to the 
family which keeps it intact, and safe from being destroyed. She is a woman not 
only in search of vocation but in control of her vocation. Her vocation of love and 
living is not a mere abstraction, a product of her fantasy, but adds significance to 
her everyday life. 
 
Bim is a possible new woman who has learnt that the possibility of 
accommodation in modern society can come only with a degree of self-
recognition and practical wisdom. It can come with a possible negotiation 
between the woman's role within the family and the society. In comparison to the 
women portrayed in her earlier novels Bim appears to have a stronger 
personality. She renegotiates the terms of woman's life. Indeed although she is 
neither great women’s liberator nor a social reformer, she is out of the ordinary 
lot of women. She is an exception to the ordinary. Bim's life has been unheroic in 
worldly terms but as far as the values and the ideals of an individual go she is 
new to Desai's fiction. Despite the unexceptional nature of her life she comes out 
as different from the other women. Therefore her process of locating herself and 
sharing the affinity with the landscape is also different. Like Maya, the garden, 
occupies a prominent place in her life. House, has become a common metaphor 
in all her earlier novels. Here too the protagonist returns to the closure of the 
house but with a different intent. Bim is one such woman who has lived in the 
father’s dilapidated house and spent all her summers in the garden of her 
  
childhood. She lives in the confines but it is neither forced nor unwilled. She is 
aware of the duties and responsibilities and restriction imposed by the house and 
seeks to realize herself both inside and outside the house. She is aware of the 
changing times and sees the past, the landscape of her childhood, in relation not 
only to the past but also the present. Her present is not without love and 
obligations, affections and responsibility. Seemingly her success lies in her being 
able to reconcile the notion of the time past and time present. 
 
In Clear Light of Day the landscape of the garden becomes a tangible 
space wherein the sisters meet and recollect the shared past. It is an abiding 
factor in the lives of Tara and Bim, the two sisters. The house fulfills this function 
in the life of Tara, who has moved out of it by marriage. She returns to this house 
not only to confirm its presence but also to affirm her love for her siblings. 
Marriage to Bakul had offered the so-called controlled and exclusive comfort and 
glamour, and mobility that wealth alone could promise. She had escaped the 
stifled and restricting sprit of her parent's house by marrying him. Tara has 
replayed the role of Maya with successful results. Yet she, the one who escapes, 
cannot resist the childhood nostalgia and returns again and again only to find that 
years of marriage and living abroad has failed to dispel the impact of the old 
house. The house has had a lasting effect on her psyche. 
 
The house, with its rose walk, the unpainted walls, the veranda with its 
bamboo curtain, the dusty guava tress, the deep neglected well and many little 
remnants, remains unchanged. It is not the mere exterior elements that constitute 
the landscape in the novel. This landscape would be incomplete for Tara if it did 
not carry with it intimate associations. In fact it is Tara's visit that summons back 
the past, it is the house that carries with it not only her past but also the memory 
of her Miramasi, her dead parents, and is still a house of her sister, Bim and 
brother Baba. The house is meaningful only in relation to its inhabitants. For Tara 
it is impossible to relate to the house without explicit social connections. The 
return to the house carries different connotations for her. She is not bound to it 
  
the way Bim is. She returns and leaves of her accord. Her return is temporary 
and for repose and recollection. Although Tara has moved away in space she is 
actually the one who fails to distance and free her self. Her return signifies a link 
which she has neither clung to nor shelved permanently. For Tara, entering and 
leaving the parental land is a life long process. 
 
Unattended and loveless the Das children, Bim, Tara, Raja and Baba 
never spoke for their right nor did they question their parents. They simply 
become a silent witness to the dull doll drum of their house. Parents forever lived 
in their world of bridge and club and it was then aunt Mira who became their 
companion and mother. Out of four children, Tara and Raja move out to achieve 
their imaginary world, Bim and Baba do not move out but Bim fulfills her desires 
through hard work and dedication. The novelist makes Baba, the youngest child 
autistic, symbolic perhaps of male being made speechless for the first time ever. 
He is a total dependent on Bim. Bim acquires her individual stand without leaving 
her house. She negotiates her space within and without. But if Das children were 
able to establish this much of integrity is all because of their aunt Mira who walks 
into their life when they needed someone the most. It is for this reason that Bim's 
case becomes more interesting. Although it was Tara who was more close and 
attached to Mira-masi in their childhood. It is Bim who takes care of Mira-masi in 
her last days of alcoholism and stupor. And again though she has not moved 
spatially she has constructed a viable space for her self both as a sister and a 
lecturer in the hearts of her sick Baba and the on going flux of her college 
students. Even the brother and sister who desired and escaped cannot help 
admiring her courage and tenacity. Bim demonstrates that "woman's desire for 
affirmation" (Kristeva, in Moi, 1986:207) can be expressed by being able to 
negotiate between the social and the imaginary. As a 'New woman' Bim's 
character shows a certain resilience and stability. As a young school girl and later 
as a woman she retains her interest in the social world. Bim's decision to walk 
out of marriage and make a unique space in the house and the city, i.e. the 
private and public domain is perhaps instigated by being witness to Aunt Mira's 
  
pathetic life, as a young widow in the house of her in-laws and a 'useful slave' in 
the house of Das. She being a cousin of her mother was invited to their house to 
look after the disabled Baba. This aunt Mira who cares and shelters them is 
initially seen as 'a poor relation', “a discarded household appliance' with 'a 
scarecrow like appearance' she brings with her a 'new season in their lives, a 
season of presents, mangoes and companionship”. (CD 105) Aunt Mira's arrival 
had led to a series of interesting changes in the life of children. She fulfills 
multiple roles; if she becomes a mother and a nurse to the children, a 'useful 
slave' to the family, she is also viewed as a possible and 'a useful convert' by the 
zealous Theosophists. Deprived of a sense of fulfilment in the house of her in-
laws who held her "unfortunate horoscope” responsible for the death of their son, 
married and widowed a virgin, her repressed insecure self received neither love 
nor assurance from an object of curse to a 'useful slave' and then to an object of 
ridicule, she is finally reduced to being a 'parasite' and is 'turned out.' In the 
company of the Das children she feels 'owned', she is glad that she is wanted: 
 
They crowded about her so that they formed a ring, a 
protective railing about her. Now no one could approach 
no threat, no menace. (CD III) 
 
As we compare and contrast her life to that of Bim we see Aunt Mira as a 
victim of society, ''ruled by masculine law.” (Cixous, 1981:49) But once Bim and 
her siblings grow up and withdraw from her company Aunt Mira sees herself in a 
state of abandon. In Aunt Mira is a woman who having devoted herself to the 
social world, which is the world of in laws and distant relatives, succumbs to the 
realm of the imaginary in her old age. If the house provided her with space to 
participate and to experience the joys and travails of mothering the Das children, 
it has also made demands on her imagination. Years of toil had given her neither 
the time nor space to think of her life. Her loss of control over herself is intricately 
associated with her lapse into the imaginary. It also reveals her long repressed 
frustration. In her state of stupor she becomes 'obsessed by the idea of the well 
  
the hidden scummy pool in which the bride-like cow they had once had drowned. 
(CD  99). The image of 'the bridelike Cow' is crucial as it reveals a parallel to 
Aunt Mira's life, a child-bride's life, which has withered and wasted with the death 
of her young husband. Child-care had given her a responsibility a centre to which 
she came wholeheartedly. Given the change in situation, Aunt Mira cannot live, 
add meaning to her life. Therefore, she recedes completely inside. She falls into 
the trap set forth by the imaginary, in this case hallucination. 
 
Unlike Aunt Mira and Tara, Bim seeks to be a 'heroine'. She becomes the 
heroine of the novel. She becomes a bridge between the ones who have gone 
away and the ones who could not leave. In her caring and her loving she 
mother's the abandoned dog of the Hyder Ali's and the neglected brother Baba. It 
is she who retains the spirit of the house and yet converts it with her responsible 
self contrary to the earlier irresponsible attitude of her parents. She is the one 
who controls and cares who actually serves without giving the impression of 
doing so. It is her presence that makes the house acceptable to Tara. It brings 
into focus not only her previous guilt (for not being with her in taking care of Baba 
and Miramasi) but also the consolation that the bond between her and Bim 
possesses an elasticity that could never be severed. 
 
Thus through her caring and loving nature and understanding her own 
needs Bim occupies a place inside the house as well as college. By choosing a 
vocation she has met with her inner needs. She faces the challenge of the 
outside world. Clear Light of Day is a novel of female development as much as a 
novel of female choices. Desai seemingly explores the varied alternatives women 
can and do choose according to their nature and circumstances. She focuses on 
women's inner needs and anxieties. By remaining unmarried she gives an 
unlikely proposition for an Indian woman then. She values her love of the siblings 
and her commitment to vocation. She recognizes the difficulties that women like 
Mira-masi had to face in an indifferent patriarchal system. The mode of argument 
is that it is her mother's indifference and her aunt's powerlessness and her 
  
father's disinterest that has shaped her desire for autonomy. Yet in doing so she 
neither renounces her maternal instincts nor her personal ambition. She more 
than fulfills them. What we see in her is a femininity which survives without 
seeking recourse to marriage and children. Thus Bim gets the credit of becoming 
Desai's first new woman. She occupies space and also acquires her utopia of 
being economically independent and serving Baba and Miramasi.  
 
Like Desai, Varsha Adalja is also primarily concerned with women who are 
victimized in the socio-political structure of patriarchy. Socio-economic factor is 
much more explicit in Varsha Adalja's novels. Her protagonists suffer miserably 
at the hands of masculine law. Their suffering is also caused due to their inability 
to express and give voice to their rights and needs. They are the beings used 
and exploited by the men folk of the society. 'Women are not born but made' is 
sufficiently proved through Leena (MP), Sunanda (RP), Lata (MG) and Vasant 
(SS). The patriarchal norms and values are so instilled in them that even if they 
wished they would be unable to come out of its cocoon. Desai's women belong to 
upper class and therefore they have not to struggle for a living. Adalja's women 
come from different class of the society; two of them belong to upper middle 
class, one belongs to lower middle class and  one enter into lower middle class 
from poverty. Hence their struggle is severe and many fold than the women of 
Desai. Desai's women characters’ problems are psychological and existential by 
nature whereas Adalja's women characters face internal as will as external 
problems. 
 
On the surface it may appear that Adalja's Mare Pan Ek Ghar Hoy deals 
with a love triangle involving between two sisters Leena, Surekha and Anupam. 
But Adalja here does not depict the love-triangle plot in a traditional way. The 
distinctive feature of this novel is that the novelist has created the love triangle in 
a particular situation and then depicted the actions and attitudes of the 
characters concerned especially Leena the elder sister. It is this insight and skill  
that renders this novel its distinctive feature. 
  
The apparent struggle is between Leena and Surekha the two sisters, but 
on deeper level the struggle is between the two selves of Leena herself. She is 
slit into duality one that is a self-sacrificing sister, and other longing for the 
fulfilment of self aspirations. From her very childhood Surekha a schizophrenic 
patient, so to keep her mental state cool and calm the doctor suggests that her 
each and every desire be fulfilled. This leads to parent's soft feelings for Surekha 
and Surekha too in turn becomes very demanding and stubborn. Leena as an 
elder sister is all the time asked to sacrifice either her own time, or parents love 
and care for her younger sister. Unkonwingly sibling rivalry is installed in the 
mind of Leena. Her split personality is due to parents' partial behaviour towards 
her ill sister. Leena had to sacrifice her education and ambition for Surekha. She 
was a clever and ambitious student dreaming to take science stream and 
become a doctor. The parents because they have to spend more on Surekha's 
illness and special education at home, they are unable to pay fees for Leena's 
coaching classes. The first time she demands money for her coaching classes 
she has been denied and this denail to her and special tutor for Rekha at home 
lay the seed of sibling rivalry in her. Yet through out the novel she experiences 
tug of war between her two selves. She indirectly becomes the victim at the 
hands of her own parents. The economic factor in this case plays greater role in 
depriving Leena of accomplishing her goal. She wants to choose a vocation in 
the outside world as well as fill her inner world with affectionate husband and 
sheltering house. Like Desai, in Adalja too house becomes a continuous 
metaphor defined as women's 'natural' domain. This domain has fears from other 
impersonal institutions (or factors) at the same time it is an epitome of patriarchal 
power strucutre. In the study of Leena's struggle with self and surrounding to 
occupy space for herself and realizaton of her utopia, I have examined Betty 
Friedan's construction of the family as private locale and Michell Barrett’s and 
Mary Mclntosh's 'two-fold character of the family.' Though house which is 
inhabitated by the family is a private domain, it cannot remian away from public 
impositions. Friedan's description of the entrapment of locale doesn't quite give 
women the credit of understanding their situation. Women's locale is ineluctably 
  
enticing and within it women were ''free to chose automobiles, clothes, 
appliances, supermarkets; she had everything that women ever dreamed of'' 
(Friedan: 1963:13). 
 
The home therefore, is the locale built up around women, a locale of their 
own design.Within Friedan's analysis this locale (space as used in the present 
study) is the defining feature of women's existence.Unfortunately, by ignoring the 
historical discourse that come to define women's existence as such, Friedan 
collapses the place (home) with the event (the family). 
 
Leena is not able to pursue higher education in science stream and has to 
leave even graduation in Arts incomplete for the sake of her family. All her 
dreams of vocation are crushed when she has to take up a job as a typist after 
her father becomes paralytic. Looking after the small and great needs of Surekha 
also befalls on her since the death of her mother. Perhaps the novelist seems to 
have contrived such state of her parents for their being aware of the injustice 
done to Leena. Her father even confesses in the end that by overprotecting and 
overcaring Surekha, they had been partial to Leena. Leena compromises with 
her fate in playing the role of bread winner and care taker of the family at the cost 
of her self development. It was for her schizophrenic sister and paralytic father 
that she had to accept a job of a typist which stilted her talent and progress. So 
out of the two dreams one of vocation and other of house i.e occupying space, 
being rooted, the first one is destroyed by her parents mainly father because he 
was the provider for the family. Later when she is economically self reliant she 
buys things of her choice for the house and the family which creates the paradox. 
She tries to give a pattern to her house, decorate it with artistic flower vase, 
showpiece etc. which are broken by her sister Surekha during her mental 
disorder. 
 
The second dream of being happily married with a loving husband and 
having a child, is destroyed partially by her ill-luck and partially by her inability to 
  
express her love for Anupam in time. If she had expressed her emotions to him 
earlier then parhaps he would not have fallen in love with Surekha. Anupam 
confesses that if Surekha had not entered in his life then Leena would have been 
his life partner. By remaing silent when the moment demanded speech makes 
her second dream collapse. After the birth of Apurva the son of Anupam and 
Surekha, Surekha has severe attacks of schizophrenia and she becomes furious 
and aggresive to cause harm to Apurva and Anupam both. They finally have to 
decide to put her in an asylam. Anupam requests Leena to allow him and his son 
to stay with her which meant that her second dream was fulfilled but still the 
hinge remained as to it was Surekha's share that had been passed on to her. 
The novel ends with the question in Leena's mind whether she could consider 
Anupam as her husband and Apurva as her son though she had always loved 
them as her own. 
 
Leena's unfulfilled aims and inner turmoil towards the dull monotonous life 
are further emphasized through the anxieties and disbelifs towards life by her 
friend who worked in the office for self-satisfaction and not money, sinch her 
father was very rich. Ramila along with Leena represents the modern woman's 
sensibility towards the purpose of life. Leena has not left her father's house so 
the question of leaving and re-entering does not arise. Infact it is Surekha who 
moves out, is displaced but due to her disease her space is given to Leena. 
Whether one could call it Leena's space or her accomplishment of utopia is a 
question with which the novel ends. Anupam proposes to live with them but the 
disbelief arises in the mind of Leena. 
 
Aje a bathuj ene anayase malyun hatu ane... ane... 
Chhata a ena ghar nahatu. Anpuam eno pati nahato, 
Apurva ano putra nahato. Ane chhata a ishwarni Karunaj 
hati. 
(Today she had received everything accidently and yet 
that wasn't her house. Anupam wasn't her husband. 
  
Apurna wasn't his son. And yet all that was the grace of 
God.) (MH 118) 
 
The novel ends on this ambiguous note. The paradox of the situation 
persists. What was propesed in the beginning of the discussion is thus ironically 
handled in this novel. Mare Pan Ek Ghar Hoy is briefly dealing with the desire of 
Leena to possess a home and she does possess in a very precarious 
circumstances. Thus she was free to choose things for the house but not the 
freedom to choose house. The private construct that is home collapses at the 
hands of the patriarchal social construct the family and poverty the economic 
contruct. In this sense family plays a vital role in the private / public dichotomy. 
 
In contrast to Friedan's construction of the family as 
private locale, Michele Barrett and Mary Mcintosh directly 
address the "two-fold character of the family’ While they 
recognize the subjective experience and pleasures that 
the place of the family may offer, they are quick to point 
out the ways in which the family serves to reproduce 
patriacrchal structures of power. (Probyn in Nicholson: 
180)  
 
Leena suffers throughout her life due to her father's wrong decision for 
which he feels guilty, when it is too late. After Surekha's marriage and departure 
from this house, Leena's father in state of intense grief and guilt tells Leena that: 
 
Tu jane chhe Leena, mane maru hruday satat dankhya 
kare chhe. A batha mate hu ja jwabdar chhu. 
(Do you know Leena, my conscience continuously bites 
me.) (MH 69) 
 
  
Eva to ketlay prasango atyare mari najar same ekaek 
spast bani jay chhe, jyare ek bhen (ben) Khatar bija 
bhenni vastuo to thik pan ame armanno pan ame zutvi 
litha chhe. 
(Many such incidents suddenly emerge clearly before my 
vision when not merely things but also aspirations where 
snatched away from one sister for the other's sake.) (MH 
69) 
 
No amount of her father's confession and regrets would undo the years’ 
long inner turmoil that Leena underwent; she also wore the mask of hypocrisy to 
meet the expectations of the family and society. Life long she experienced the 
two pulls inside her one that was ideal but superficial and the other that was real 
but ruthlessly naked. 
 
Adalja's next novel Retpankh (1974) depicts in Sunanda an ideal Indian 
woman. She is an orphaned child brought up by her uncle and aunt along with 
their own daughter Tara. Aunt's partial attitude and ill-treatment turn her into a 
'useful slave' quite early in her childhood. In aunt's attitude we see the capitalist's 
view of women very sharply pointed out. Sunanda was used as an errand girl 
helping her aunt in all her big and small household work. Aunt was shrewd to 
draw work out from her. She made Sauanda work through the complaints of her 
illness and also through applause. The strategy her aunt follows is of 
appreciating Sunanda's work, praising her submissive nature and thereby 
encouraging her to work more. Here in we find the oppression of woman 
exercised by another woman. But the capitalist mentality of making the utmost 
out of the object for whom they have to provide the basic necessities of life and 
hence the extra expense. This extra expense is compensated to its fullest 
through exploitation of her sources. The impact of capitalist culture is obvious in 
aunt's approach towards Sunanda. Rivkin and Ryan note in the introduction: 
"Feminist Paradigms”. 
  
Marxist feminists especially noted that much of what the 
essentialists took to be signs of a good female nature 
were in fact attributes assigned to women in capitalist 
culture to make them better domestic laborers, better 
angels in the house.(Rivkin and Ryan in Rivkin and Ryan: 
530) 
 
Aunt's cunningness was well overheard and undestood by Sunanda while 
she was talking to uncle regarding Sunanda and Tara's marriage. She had 
expressed her desire to marry her own daughter Tara to a person living in city 
and well to do and for Sunanda anyone from near by village would do. 
 
Ene to am tem gamdamaj varavvi chhe. Mande saje, 
ghadpanma kam ave. Atla vars bhar uthavine uchheri 
chhe to etli to kam ave! 
(She is to be married in some nearby village. She can be 
useful in illness and oldage. We have bore the burden of 
rearing her up, so she should be that much useful to us.) 
(RP 8) 
 
After Tara's elopement with Keshar a Punjabi driver, situation in the house 
worsened for Sunanda. Now she became an open tool for her aunt's torture and 
pent up grief over Tara's loss. The dream she had seen for her own daughter did 
not materialize and so she had not wished that Sunanda should be well off and 
happy in life. All the good proposals for Sunanda were rejected on the false 
grounds that the suitors were unfit for Sunanda. Out of fear that a mishap may 
occur in Sunanda's life her uncle too believed her aunt. To get rid off this 
humiliating situation she had once asked Kantibhai her friend's father to find her 
a job in the city. She said she'll manage somehow in the hostel. But this was 
impossible for a person having education only upto matriculation. And in the 
  
midst of such confusions in life she was one day all of a sudden married off to 
Jagmohandas a middle aged widower and father of two grown up young children. 
 
For Sunanda's sufferings and unfulfilled dreams, it is her upbringing in a 
particular spiritual environment that is responsible. The course of her life would 
have been diffrent if she had learnt to express herself. Had she not been under 
the great pious and spiritual influence of her uncle, she would have decided 
something different for herself. What we find is the patriarchal notions of ideal 
womanhood being instilled in Sunanda right from her childhood. When she is 
leaving her uncle's house to live with her husband she has been leaden with 
advice by the uncle thus:  
 
Sunanda beta, a jagatma koy koy viral vyaktina nasibmaj 
bijano boj potana Khhabhe Uthavine jivananu nirman 
thayu hoy che. Tu to mari Mira chhe. Zerna ghutada 
bhari ene amrut banavi deje, Sunanda.  
(Sunanda, dear child, in this world only few are fortunate 
to live to bear the burden other's life on their shoulders. 
You are my Mira Swallow the poison and turn (if) into 
nectar.) (RP 16) 
 
Her uncle's advice given on the time of her departure gives hint of what 
the future held for her. She was under false notion that her husband had two 
small children; the fact was the children were quite young almost of her own age. 
Amla and Vinay were college going students and they did not accept her as their 
mother. They hated her and the father's idea of marrying a young woman of his 
children's age. What remains ambiguous is her uncle's position in hiding the truth 
from her. Her uncle was a pious, innocent man. His image evolves in the novel 
as a man who is sage-like, kind devoted to 'Ishwar-bhakti' and a well wisher of 
Sunanda. Is his decision to get Sunanda married to Jagmohan an act of 
benevolence? In Mumbai, in the luxurious house of Jagmohandas, she finds it 
  
difficult to locate herself. Her entering into this house as a second wife has been 
rejected by Jagmohandas's children in the initial stage. Only through her 
determination and heritage of virtues from her uncle she is able to make them 
see that she was totally ignorant about the age of the children and her marriage 
with their father was more a sort of compromise and escape from the miserable 
life in the village in the company of her aunt. To save her from further torturing 
from her aunt, uncle perhaps takes this decision. By saying that “even if Tara 
were here he would have married her with Jagmohandas?” ,(31) was he not lying 
to himself and to Sunanda? The situation is a telling comment on the traditional 
marriage system prevalent in India. Sunanda's uncle unintentionally sends her on 
a path of life that was full of hardships. According to him, marriage was a sort of 
escape from one sort of life to another without thinking of the out-come of the 
other. In the light of this Sunanda now realizes what he meant by 'only some are 
born to bear the burden of others'. 
 
Gradually through her sobre and tolerant nature she wins the confidence 
of Amla first and Vinay later on. Amla realizes that Sunanda had no intention of 
taking her mother's place and infact it was a kind of humiliation for herself to be 
replaced in someone else’s position. She felt that she neither owned the house 
nor did she belong to it. She was simply trying to live by the goodness and values 
of life poured into her. All the time she was reminded of her uncle's spirituality 
and his trust in her. She was worried whether she would be able to grow up to his 
expectation and trust or not, with these thoughts in her mind she struggles to 
make space for herself when Vinay's friend Shridhar enters into her life. For his 
simplicity and good humoured nature she is attracted towards him. The inner 
pulls become so strong that they decide to meet outside the house, in a 
restaurant. And before she can explain her emotion and struggle within, she 
happens to see Tara in an unusual manner. Tara denies acknowledging her and 
Sunanda manages to get her address from a rogue like man who was sitting and 
talking to Tara in the restaurant.  
 
  
Sunanda's grief is doubled on knowing the pathetic life that Tara had 
faced after her elopement with Keshav. Keshav had died of an accident and she 
was taken to brothel house by his friend and she had fought hard to run away 
from it, but in vain. She then comes across Charles Veber a director of an 
American company in Mumbai. He too was a divorcee and loved her from the 
bottom of his heart. Though she could not be called his wife, he took the utmost 
care not to hurt her womanhood. Tara was utterly lonely and in depression after 
his death. It is quite inspiring and interesting on the part of the novelist to have 
given such liberal views of taking care of woman's self respect to an American 
residing in India. Tara could not return to her father's house after Keshav's death 
because of the fear of facing the insult and rejection. So once she leaves her 
parent's house she never returns to it, and ruins her life.She becomes an addict 
to alcohol and often looses balance of mind. Finally she becomes totally neurotic 
and Sunanda takes care of Tara and her daughter Seema. She becomes 
Seema's mother. Jagmohandas dies of heart attack while following Sunanda 
going to Tara's apartment. On the stairs a ruffian talks about Sunanda and Tara 
in very derogatory and insulting way. Tara is identified as a prostitute and 
Sunanda as 'what a bird!' and item with great sex appeal', (178). He is unable to 
take this for Sunanda and has severe heart attack. Sunanda becomes a widow 
without being wife of Jamohandas whole heartedly. 
 
Tara was in such a state that Sunanda could not talk to her husband about 
her. She was afraid of being denied the connection with Tara because it would 
damage their social status and image. If Sunanda had gathered courage to 
reveal the truth of her cousin Tara, life might have been different. One is lead to 
think that she should not have concealed her acquaintance with Tara who had 
been used and abused by the hypocritical male folk. In Tara's words we get the 
actual picture of the double standard mentality of men for women. She tells 
Sunanda 'Ek halki darudiyan strine kon gharma avva de!’ who will allow this 
alcoholic low moral woman in (one's) house? (RP 147) 
 
  
Tu Tara samajne puroshone nathi olakhati sunu. Sau koy 
be ghadi moj malava taiyar thashe pan lagna! na! baba, 
Lagna mate gharrakkhu, takorabandh chritryvali, potana 
balakoni, uthaveth karnari ja stri joyie. 
(Tara you do not know the society and men. All would be 
ready to enjoy for few moments but never for marriage. 
For marriage they need a woman who is housewife, 
chase in character and one who can bring up their 
children well.) (RP 150-151) 
 
At another point Tara once again in her agony towards the patriarchal 
world says: 'Satya hamesha sundar nathi hotu' Truth is not always beautiful. 
(RP170) 
 
A ati prachin ane chhvayelu Satya chhe Suna. Apna 
devtao j jo ne? Potani patni potana mate anamat. E devi 
tarike pan pachi pujay Pan sabhama nachgan. Karva, 
rihimunina tapno bhang karva apsarao ni foj taiyar. Joke 
ek rite e vyavastha pan thik j che. Samajni pa bhagni 
strio kharab bani purushonu manoranjan kari le etle pona 
bhagni strioni pavitrata ekdam salamat, safe deposit volt 
nijam ekbandh jalvay rahe. 
(This truth is quite old and chewed up Sunu. Just look at 
our Gods. Their wives are reserved for themselves. They 
may be also worshipped as Goddess. But for singing and 
dancing in the court, for breaking rishi's meditation there 
is a troope of courtizans (Apsaras).  Of course, at one 
level this arrangement is fine. One fourth of women may 
entertain by becoming mean so that three fourth women 
remain completely safe and chaste, strongly sheltered 
like the safe deposit vault.) (RP 171) 
  
Commenting on Sunanda's moral bindings to the institution of marriage, 
Tara says: 
 
Tu to sav darpok chhe Bijana bhara Khabhe Kothalo 
nakhi farya karvama tane ek jatno anand ave che. Tare 
satyugma janam levani jarur hati. 
(You are sheerly coward. You feel a kind of happiness in 
carrying other's load on your shoulder. You should have 
been born in satyug. You are a misfit in kalyug.) (RP 175-
176). 
 
Tara's views for the male world are formed out of her dehumiliating 
experience at their hands. Sunanda provides the example of an ideal motherly 
figure to Amla and Vinay and in the end to Tara and Seema because of the 
spiritual heritage thrusted upon her by her uncle right from her childhood till 
Shridhar mentions in his letter to her saint having met him in Banaras who had 
clean shaved his head over the death of his conscience. Did this death of the 
conscience of that Sadhu (her uncle) refer to the lie that he had spoken to 
Sunanda.Was he guilty for that? The novel offers no answers. But when Shridhar 
has forever left India to settle in America, the reader gets a hint of the forced 
separation of him from Sunanda. Amla had read his letter for Sunanda and after 
Jagmohan's death she had prepared Sunanda to think of her own life and get 
married to Shridhar. The novelist does not allow this because of the so called 
spiritual values being hammered upon her at different points of time, in the form 
of hymn 'shubham karoti kalyanam' that her uncle uttered or the small discourse 
of the 'sadhu' in the letter from Shridhar. It seems that she was very much willing 
to fulfil her dreams of having her own house at last but the heavy atmosphere to 
her religious bringing up deprive her from doing so. The invisible presence of her 
uncle in the subconscious of Sunanda is felt throughout the novel. The paleness 
of the desert sand lurked upon her face for not having achieved her utopia. 
Sunanda's displacement takes this route; as an orphan from her house to that of 
  
her uncle's, to husband's to Tara's. Not a single place has been occupied 
thoroughly by her. Her life remains that of space-shifting and not space-
occupying. The discussion would end with the statement. 
 
Sunanda was not born an ideal mother and an ideal woman who sacrifices 
her aspirations for the life of others but a made one by the patriarchal social 
structure. 
 
In comparison to Desai's women, Adalja's women are less educated and 
they have to face the pressures of the economic factor too. Desai depicts women 
of upper, class only whereas Adalja's women come from poor, middle and upper 
class` of the society. Maya, Sita, Nanda Kaul and Bim are intellectuals who are in 
the process of negotiating their place in the social scenario. The women of Adalja 
have many more fronts to fight against. Either they have no education or very 
meagre. Leena (MP) is not a graduate, Sunanda (RP) is only matric pass; Lata 
(MG) has not passed matriculation. Leena was clever and had wished to pursue 
further studies but the economic constrains did not permit her to carry on her 
studies. Though Sunanda had once expressed her wish to be self-reliant, her 
socio-economic conditions also did not allow her to equip herself for a vocation. 
She lived in a village where a study after matriculation was not possible. Lata's 
mental health was so much disturbed during the exams because of the unnatural 
death of her sister Nina and mother that she was continuously haunted by 
phantasmagoria and thus failed in her matric exams.  
 
Lata the protagonist of Matinu Ghar is caught in the cluthches of poverty 
and patriarchal exigencies. Her father was good for nothing a squanderer and 
gambler who simply inflicted physical and mental atrocities on her mother and 
the two daughters Nina and herself. Her father Mangaldas had lost each and 
everything of their property and they were now forced to live hand to mouth. Lata 
and Nina were deprived of their innocent gay childhood. What they witnessed 
was insult, humiliation, beating, abuses and all sorts of harassment. As a small 
  
girl she could not understand why she heard the subdued cries of her mother 
while her father fell on her like a dark shadow, every night. 
 
Matinu Ghar is a novel telling the tragic story in the life of Leena, Nina and 
their mother Kunjbala. Matinu Ghar describes the hair-raising scene of how 
women suffer the stifling norms of patriarchy. All the three women become the 
victims of the vices and false notions of the masculine world. Kunjbala had 
married Mangaldas and had wished for a lovely comforting house. But her 
dreams were crushed by her husband's vice of gambling. Not only he 
squandered whatever little he earned but also sold away kunjbala's jewellery and 
his inherited property also. His sister Niru tried to draw his attention to the 
gradual ruin that he was bringing to his family. But she too was insulted and she 
left the house to marry a Muslim and live her own life. She leaves with a piece of 
advice to the young girls that:  
 
Ajna divase je banyu chhe, shu kam banyu chhe te tame 
banne baheno kadi bhulta nahi, hamesha yad rakhjo. 
(You two sisters forever keep in mind what has happened 
today and why has it happened, never forget it.) (MG 34) 
 
 Niru aunt's leaving the house is the first bold step taken by a minor 
woman character towards the revolt of patriarchal oppression and one's self 
assertion. Leena is able to follow her aunt's footsteps later but Nina and Kunjbala 
suffer and perish for not being able to sustain in the struggle. Kunjabala, Lata's 
mother initially tries to bring her husband on track, convinces him to leave bad 
company and gambling. But just as the saying goes in Gujarati. 'haryo jugari 
vadhu rame'; 'the more one loses the more one gambles’. Mangaldas makes 
their lives more and more miserable day by day. Not only there was scarcity of 
food and other provison in their dull house but also he left scratches in their 
minds through his cruel beating and harsh abusive language. The burn of the hot 
iron tongs on her palm is deeply engraved in her subconcious that its revenge 
  
takes over the control of her mind. Adalja describes this cruel man ready to char 
the small girl who disobeyed him by going to enjoy the Navratri garba. “Najar 
same manaskhau rakshas ubho, hoy em Lata bhaythi Kampi uthi”. “Lata 
trembled out of fear as though a demon eating human beings was standing 
before her eyes”. (MG 44)  
 
The effect of this burn on her palm was felt by Leena through out her mind 
body and heart. She was completely stunned at the cruel punishment for having 
had some innocent joy against her father's wish. That very moment she 
determines to take revenge over her father. 
 
Hathelini chamadi bali gaye hati ane masno lochho 
dekhato hato. Sharirma ane manma khub balatara thati 
hati lochho dekhato hato. Sharirma ane manma khub 
balatara thati hati. Tamtami uthela roshthi eni akho sukki 
thaye gaye. Vedna, apaman, tirskar, krur saja... Ketketla 
dam pitae ena Kumala man par chapya hata! Ek vakhat 
pote pan thagthagto chipiyo hathma pakadi bapna jeevan 
par lalchol dam deshe. Ek ek asuna tipano hisab 
magshe. 
(The skin of her palm was burnt and flesh was seen from 
within. Her body and mind felt the burning sensation. 
Severe anger turned her eyes dry. Pain, insult comtempt, 
cruel punishment; several such burns were inflicated on 
her tender mind. Once even she will take red hot tongs 
and give a burn on the life of her father. She'll ask to pay 
for every drop of tear.)  (MG 45)         
 
His cruelty becomes a crime when he sells off Nina his elder daughter to 
Vinubhai his mate in the club for his sexually impotent brother Harish. Bhavanji 
the middle man arranges the deal in exchange of the money that Mangaldas 
  
owed him. To satisfy his false pride that he had married his daughter in a well to 
do family. This deal was like killing two birds with one stone. He could satisfy his 
ego as well as be free from the debt. Nina tries to speak out after being seduced 
by Bhavanji and was pregnant. But her voice is silenced. She is brutally burnt. 
Life of Nina and Kunjbala is reduced to a mere commodity, to be used and 
thrown away. Nina's murder by her in laws is turned out as a suicide case for the 
police is dependent on proof and they cannot find one. Nina the innocent, 
budding young girl with lot of hope for good life has been trampled by the vicious 
factors of the super structure called partricarchy. The police, the gambling club, 
poverty, the hypocrisy of the world of men, all together murder Nina. The novel is 
a record of wife battering, child battering, sexual harassment, rape and murder 
prevalent in the Indian society. Women are treated only as things to be used and 
thrown away (through murder) if they make even a little effort to speak. Their 
voices are never heard just as Nina's, her mother's and Niru aunt's. The aunt 
could successfully escape because she was economically independent. Nina lost 
her life and so does her mother. After Nina's death when the postmortem report 
said that she was pregnant she realized the whole game played by her husband 
in using his own daughter to repay his due money as well as satify his ego. She 
becomes furious and rushes on to Mangaldas and during the quarrel, she fell 
down the wall of the balcony and thereby killed accidently and unintentionally by 
her husband. The moment she goes to revolt against the injustice done to her 
daughter she too has been silenced through her death. Out of the three who tried 
to speak for their cause, only one survived the other two lost their lives. Adalja in 
her Foreword to the novel notes; 'the tragic incident of Kadvi their maid servant 
been beaten by her husband, the film 'Burning Beds' based on factual incident of 
a wife having killed her atrocious husband, the physical and mental torture 
enforced on Rinku the daughter of Late Bimal Roy the reknown film director, by 
her husband Basu Bhattacharya also a film director. The irony in the last case is 
the director Basu Bhattacharya is well known for making sentimental sensitive 
social films. (MG 5-8) 
 
  
The whole society is fraught with evils whose victims are women who are 
taught, trained and cultivated to tolerate them and never to rebel or revolt. If one 
thinks of rebelling than one has to pay its price. Such a price is being paid by 
Nina and Kunjbala in this novel and Lata leaves the sinister house of her father 
after the deaths of Nina and her mother in search of her own house. As in the 
earlier two novels, this one also uses house as a metaphor with the implications 
revealed to us in an interior monologue of Lata: 
 
Ghar etle shu e vat Anandne keyi rite samjavi shakay? 
Ghar etle prem, ghar etle hoof, ghar etle salamati. 
Amanu kashuy eni ma ke bahenne kya malyu hatu? 
Emne mate ghar etle santap, ghar etle daridry ane ghar 
etle mrutyu. Mane ek ghar malyu hot aje e sukhethi jivti 
hot ne? Pitanu ghar potanu pan ghar hot ot potana janma 
thatavet ja pita eni par olghol thyi gaya hot. E potanu 
ghar hot to bhadke bali rahela gharma thi manas bhagi 
nikle em e ghar chhodine nikli na hot.  
(How can Anand be explained what does house mean. 
House means love, house means warmth, house means 
protection. Where had Nina or her mother received any 
of these things? For them house was misery, poverty and 
death. If her mother had one such houe she would be 
happily living. If her father's house would have been hers 
than she would have been loved by her father with her 
birth itself. If this were her house then she would not 
have ran away from it like a person fleeing away from a 
house on fire.) (MG 134) 
 
Lata leaves her father’s house to build her own, away from the gloomy 
shadows of his life. Lata with Anand is able to make one such house where they 
live for each other with mutual love and care. They are working hard to raise their 
  
economic status when after two years of happy life Lata's father enters into thier 
life which ultimately brings the final catastrophe. With Mangaldas reappearing in 
her life her suppressed revenge comes out and she has frequent attacks of 
phantasmagoria, where in she visualizes the phantasms of her dead sister and 
mother. Their untimely, unnatural deaths have impeded such effect that she 
cannot live a normal life. She imagines as though Nina is jealous of her happy life 
and she herself has no right to live such a lovely married life with Anand. She 
suffers from guilty conscience for no fault of her own but only out of too much 
love for her sister. Her mind is not ready to accept her death and she is alive and 
enjoying. For two years all this remains suppressed but the moment she sees 
Mangaldas the tragedy creator in their lives, she looses all her mental balance 
and becomes schizophrenic. Loneliness (Anand was out on business) darkness 
and Mangladas' presence expedites her disease; Anand now repents his 
disregard for the suggestion and warning she had always given him to keep her 
father away from her. One night under the schizophrenic attack she goes to the 
kitchen where Mangaldas is sleeping, takes the stone (mortar) to hit him but 
Anand comes in between and his head is smashed. Lata is then hospitalized. 
Her father goes to the hospital regularly to see her in the bed entangled in 
number of tubes. She has perhaps slipped into coma. 
 
Though the protagonist of the novel is Lata, the novel is equally the story 
of Nina, Kunjbala and Niru aunt, because these three have indirectly played their 
roles in deciding her route of life. Niru aunt's decision to leave her brother's 
house and live for her self fulfilment inspires Leena to leave her father's house. 
But the deaths of two loved ones haunt her and she is unable to reconcile in her 
own life in their absence. Since her fahter Mangaldas is the sole person 
responsible for the whole tragedy she wants to kill him but paradoxically she kills 
her own husband thereby killing her own life and happiness. The obsession to 
take revenge and guilty consicence for her better fortune than her sister possess 
her in a way that ruins her own house acquired after much toil and patience. 
Though she moves out of her father's house to have hers; which she has and still 
  
could not protect it from the storms within and without. She succeeded in making 
space in the private as well as public domain by helping Anand in his business.  
 
Physically she came out of her father's house but mentally she could not 
come out from its sinister effects. That house had devoured her sister and 
mother and demolished her childhood. She fails to draw herself out from its 
disastrous clutches. Thus the title Matinu Ghar becomes symbolic since Lata 
tenderly builds her home and breaks it at one stroke. The novelist rightly gives it 
the brittleness by calling it 'Matinu' which means made out of mud. It can break 
anytime. Out of the four novels of Adalja, this one is unique for dealing with the 
psychosis of Lata and recording the tragic life and death of Nina and Kunjbala 
thereby representing the fate of many such unfortunate Indian women belonging 
to the different sections and classes of the society and nation. 
 
The impression that one gets from the depiction of the novelist's feminist 
concerns is that women's voice is bemuted, thier needs remain unattended and 
their aspirations are stifled. The patriarchal world is deaf and dumb towards the 
problems of women. The exploitation of the 'weaker sex' has been practiced all 
over the world since time immemorial. Women also have raised their voices in 
different capacities immaterial of the fact that it produced any effect or simply 
evaporated in the air. Adalja's Shag Re Sankorun is a novel where in the voice of 
the woman protagonist goes unheard for a long time and then a moment comes 
in her life when she raises her voice to such a pitch that it could not then go 
unheard. Vasant the protagonist is a unique and valorous woman full of self-
respect and individual identity. 
 
Through this novel Adalja has not only evolved the distinctive image of a 
'New woman' in the Indian Society but also hints at evolving a religion that is 
formed on the basis of humanity and not the scandalous hypocrisy of the so 
called religious people. Through the vocie of the doctor Bharucha and Dr. Tanna 
a thought of women's emotional need during the menopause phase and blood 
  
donation as a medium potent of giving life has been put forward respectively. Not 
only Vasant but even her younger daughter Ami emerges as a 'New woman'.She 
becomes the extension and carrier of Vasant’s ideology. Meghna the elder 
daughter is the typical Indian girl brought up and infact smothered under the 
pseudo religious auro of her hypocritical father. She is so much so blinded by the 
show of the religious institution that she realizes after she becomes the victim of 
the religious friends. One daughter is brought up under the influence of father 
and the other under the mother. The ups and downs in the life of these three 
women characters weave the fabric of this novel. Though the focal point is 
Vasant the protagonist, she is overshadowed by her daughter Ami. All three 
suffer the exigencies of patriarchy, to the extent that Meghna under the blind faith 
on her father makes a wrong choice for a life partner and suffers the 
consequences. 
 
Vasant and Krishnakant are happily married and have two lonely 
daughters Meghna and Ami. A whirlwind sets in their life with the death of 
Vasant's mother-in-law. She was an orthodox vaishnav following the rites and 
rituals of the Vaishnav sect. On her death bed she takes a vow from her son to 
follow her worship schedule. From that moment onwards Krishnkant falls into 
idolatry and the superfluous rites and rituals of religiosity. In practicing religiosity 
he fails to fulfill the physical and emotional needs of Vasant his wife and to give 
affectionate and free atmosphere to his daughters. All lived together under one 
roof but were divided into two groups; Krishnakant and Meghna, Vasant and Ami. 
Krishnakant's decision to sleep in different bedrooms turns the life of Vasant up 
side down. She remebers the love and passion he had for her during the first few 
years of their marriage.Promise given to his dying mother and involvement in the 
activites of the 'Varindavadn Sankul' the religious institution, sows seeds in him 
for name and fame. In the process of earning high reputation as a very pious and 
right hand man of Swamiji he unconsciouly enters into the web of vices that is 
developed around orthodox religion. He indirectly supports the misuse of money 
received from common man in the form of donation for the welfare activities.  
  
Money scandals, corruption, exploitation, cheating, hypocrisy, inflation of ego are 
practised in the name of religion. Poeple's fund is being selfishly used for 
individual's needs. 
 
Vasant's acutal and imaginary worlds get crushed under the so called 
piety and spiritual progress of self and the society at large. Varsha Adalja quite 
genuinely describes the mental and physical restlessness experienced by Vasant 
longing for companionship and physical union. Krishnakant had taken vow of 
celibacy after the birth of Meghna without consulting Vasant. Vasant's act of love 
making in a state of utter excitement, ignorant about her husband's vow is 
labelled as act of lust and adultery. Ami is the result of this conjugation and so 
her father does not love her as his own daughter and is not able to give her the 
healthy parent-children relationship. The words that he uttered on the birth of Ami 
revealed that he was concerned more about his image in the eyes of Goswamiji 
and was not at all bothered about the pain of brutal neglect that he ripped in her 
heart forever. Vasant's womanhood, her self-respect, her whole identity had been 
taken for granted by Krishnakant. Initially she tried to convince him that he has 
responsibilites and duties to her also and religion does not deny conjugal 
relationship in marriage. If at all one wanted to go on the path of celibacy he did 
not have the right to decide without the spousal consent and wish. In keeping the 
second vow of celibacy, the first one taken during the marriage of living for each 
other was being broken. Vasant brings it to his notice but he is totally under the 
spell of Goswamiji and his preaching of 'atma kalyan and moksha' 'good of self' 
and salvation'. The conversation between Krishnakant and Vasant show how 
blind he had turned towards logic and genuine love. 
 
 Me Goswamiji pase pratigna lithi hati ke strisang tyaji 
dayesh etle ja tamarathi dur rehto hato pan aje a pap... 
kroththi bhabhuki uthi e pati par ghasi gaye. 
 Hu tamari patni chhu. Saharmchharini, Lagna vakhate 
pan tame shapath litha hata e shapathnu shun? Javab 
  
apo Krishna. E pratignanu shun? To pachhii agnini 
sakshinu pan s hu mulya? Mari sammati vina atlo moto 
nirnay levano tamne sho adhikar hato? 
( I had vowed to Goswamiji that I'll leave companionship 
of woman. That is why I used remain far from you. But 
today's this sin. 
With anger she rushed on to him. 
I am your wife. You had vowed during marriage, what 
about that vow? 
Answer me, Krishna, What of that vow? Then what is the 
important of taking vow in the presence of auspicious fire 
(Agni) what right had you to take such a decision without 
my consent?) (SS 31) 
 
The conversation reveals that Indian male mentality still considers woman 
as secondary the (other) and not equal. She may not be consented or even 
informed in matters where ever their lives are involved. They are still considered 
in the Indian religious concept as a hindrance in the spiritual upliftment and 
salvation. They are known as the temptress, dragging them in the cobweb of the 
mundane world. The novel exposes the dehumanization of woman by the 
pursuers of piety and benefactors of the down trodden and sufferers. Vasant 
digests this insult for the sake of her two daughters. She does experience that 
inner pang of having to live with a man who did not care for her. She became the 
caretaker and 'useful machine' of the family. She looks after the smallest needs, 
likes-dislikes of the family members. She makes their living smooth and 
comfortable, but except Ami no one is concerned about what she feels or thinks. 
Krishnakant has constructed a separate world of his own in which she has no 
place and she cannot event partake. She does not believe in a religion that is 
more an industry rather than true spiritual and welfare system. And thereby her 
world has been limited to the four walls of the house. For almost twenty long 
years she has led the life of total negligence. Her husband is unaware of the 
  
menopause problems that she has been suffering from for quite sometime.And in 
an emergency she has to be rushed to the hospital for the operation of uterus. 
Only Ami was in the house when she had severe hotflushes in the midnight and 
fainted. Meghna and Krishnkant had stayed back at "Vrindavan Complex" for the 
preparation of its inauguration. 
 
Even while she is in the hospital and in heavy depression, Krishnakant 
has no time to spend with her. He visits her only to create a picture of caring 
person before their daughters. The ruling principle of his life has been show and 
social image. 
 
His obsession of vainglory does not leave him even after Meghna's 
disaster and dejection on the disclosure of the fact that her husband Sanskar is 
sexually impotent. She leaves him and returns to her father's home the very 
moment she comes to know the fact. She too undergoes terrific grief of being 
cheated. His mother had caught her in the net through her mask of regiosity. She 
then realizes that how false was her father’s craze of religious people who in the 
name of religion put the life of human beings at stake. She understands the 
importance of applying one's own reason in choosing the life partner. Ami and 
Vasant both had advised her not to take any decision in haste. In fact Ami had 
told her to at least spend a month or so with him so that they may know each 
other's thoughts better. But looking at Gitaben's good nature and generosity, 
Meghna could not see the darker side of her personality. Father becomes 
responsible in bringing sorrow in the life of his own daughter Meghna whom he 
loved so much. He had even then wished that Meghna should return to her in-
laws and they may approach some ‘tantric' for Sanskar's treatment. It is at this 
juncture that Vasant stands by her daughter to save her from the same kind of 
fate and life that she had miserably lived. 
 
Ami too has tough times in adjusting herself with the “house” which had 
not welcomed her birth. She comes to know that her father considered her the 
  
result of her mother's lust and sin.Many a time she thinks of leaving the house, 
which does not offer her the feelings of belongingness. But she stops for her 
mother, who had not left them in her youth to acquire self-assertion and a life of 
love and happiness. She shivers at the thought of twenty long years that her 
mother spent without love, care, companionship, outing, change from 
monotonous life and no one to appreciate her devotion, not a word of recognition. 
The question lingers in her mind; How can a person be religious and at the same 
time indifferent to his own people? She could not understand the difference in her 
father's attitude and behaviour towards the two sisters. She had no sweet 
memory of her childhood days. To reinforce the theme of the family disharmony 
the novelist has a parallel plot of Chaula's parents. Ami confesses to her mother 
that. 
 
Apana Karta emnu ghar mane vathare maru lage chhe, 
Mummy, as if I belong there... 
(I feel their house to be more mine than our's, Mummy, 
as if I belong there...) (SS 92) 
 
         Due to Krishnakant false notions of religion and rigid beliefs in the 
practice of rites and rituals at the cost of humanity disjoints the family. Meghna 
too realizes that her father was wrong and their mother has suffered and 
sacrificed her happiness and dreams for her daughters. They understand the 
psychological and physical turmoil that she must have experienced to walk 
throughout these years all alone. She had suppressed all her physical and 
emotional needs to protect her house. At the cost of her youth being wasted she 
rears the two daughters to be individual intellectuals and learns to fight for their 
self-esteem. She emerges as a unique figure in the gallery of Adalja's women by 
not leaving her house which she has created through her persevearence but by 
telling her husband to leave the house and make separate arrangement for 
himself. Vasant whose voice was subdued in the beginning of the novel speaks 
out in a voice audible to Krishnakant. 
  
A ghar? A ghar maru chhe. Ema mari marji pramane 
thashe.  
Tamari bhul thay chhe. Tamaru ghar nahi, makan hatu. 
Ene ghar panu me apyu chhe. A diwalone premthi rangi 
chhe. Jat ghasine sauni jaruriyato santoshi chhe, hoof api 
chhe. Matra Khrcha apine rahi shakay ene guesthouse 
kahe chhe - ghar nahi. 
(This house? This house is mine, my will shall work in it. 
You are mistaken. Yours was not a house it was a 
building. I have given it the homeness. With much toil, 
satisfying the needs of everyone, offering warmth. By 
paying money where one lives is guesthouse and not 
house.) (SS 275) 
 
Ultimately it is Vasant who claims her own house and does not forgive her 
husband for the sheer waste of her life. Though she regrets having lived with a 
snob for so many years, she is satisfied to have given her daughters the reason 
to distinguish the right from the wrong. Her utopia of giving her daughters roots 
and wings both to search their own utopias is fulfilled. She does not dissolve and 
change when Krishnakant pleads to reconsider her final decision of separation. 
She reminds him that years back he had driven her out of his life in her youth and 
today it has come full circle and she tells him to walk out of her life and house. 
She demands answers to: 
 
Mara Khalipanu Shu? E aganit akalvayi rato mara 
romromma tamara mate jageli zankhananu shu? Na 
Krishnakant apane ekmek mate nirmaya ja nathi. 
(What about my loneliness (lacuna)? What about the 
desire to have you on those umptee lonely nights? No, 
Krishnakant we are not made for each other.) (SS 289)  
 
  
Vasant is a successful woman so far as she makes herself audible. She 
expresses her wish and attains what she should have years ago. Though late, 
she does assert her identity and view that was true and tangible. 
  
From the above discussion of the novels of Anita Desai and Varsha 
Adalja, it is quite explicit that women are suppressed and treated as other, and 
secondary in male dominated Indian society. Anita Desai and Varsha Adalja are 
not feminists with any political propagandist agenda. Being women writers, 
feminist concerns naturally emerge from their writings. Their follwing statements 
express their views on feminism. 
 
In an interview with Yashodhara Dalmia Anita Desai said, 
“I find it impossible to whip any interest in a mass of 
women marching forward under the banner of feminism.” 
  
In an interview with Deepak Doshi and Sonal Parikh, 
Varsha Adalja said, “… Mane evu lage chhe ke strioni 
amuk vishisht anubhuti, vishisht paristhitini vat stri vadhu 
sari rite muki shake ane am thavu e koy feminism nathi.” 
(To me it seems “that woman can better express 
woman’s certain experience, certain situation and to 
happen that way is not feminism.”) 
 
 From the above statements of Desai and Adalja it is quite obvious that 
what they deny is the political and ideological implications of the term feminism. If 
the term can be divested of its polemical implications, it can perhaps carry a 
broader, more acceptable meaning. Even those women writers, who are 
indifferent to feminism, or critical of it, are living and writing in a world in which 
feminism is a force that cannot be avoided.  
  
  
 Novelists need not be conscious adherents to feminist ideology; (for it is 
never possible wholly for a writer to adopt an ideology and write accordingly) 
those who unobtrusively pose questions about the repressive forces shaping 
women’s existence, who challenge traditional assumptions about female nature 
and roles, and suggest new  pattern of existence, can legitimately be called 
feminist. A feminist critical approach is equally useful in illuminating a searching 
exploration of the role and status of women in society as depicted in creative 
literature. 
  
In this sense, it would not be inappropriate and unjust to say that the 
concerns of Anita Desai and Varsha Adalja are feminist. The above discussion 
with regards to their feminist concerns in the selected novels exemplifies a visible 
pattern of women’s ‘rising consciousnesses towards their selfhood. What make 
this over-all pattern interesting and challenging are the variations within the over-
all pattern. The variation emerges from the different kinds of repressive forces 
depicted, the protagonists’ individual methods of dealing with these forces and 
most interestingly, the authors’ different attitudes to the same complex problem 
of establishing female selfhood. It could then be derived that all the women 
characters of Desai and Varsha Adalja become the victims of patriarchy. The 
patriarchal constructs may be family or/and society. Maya, reacts violently like 
Lata both bring an end to their marriage, by killing their husbands, under the 
effect of schizophrenia. But the causes of their schizophrenic state with Maya are 
father-fixation, deathphobia inserted in her by the albino prophecy, 
unaccomplished motherhood and unable to give enough vent to her sexual urge. 
Lata arrives at the schizophrenic state due to traumatic childhood, her inability to 
come out of its effect, and her inability to accept the loss of her sister and mother. 
Being motherless, Maya herself not having attained motherhood sees her 
existence as futile. Concepts of Matrutva (motherhood) and Matrushakti are 
deeply ingrained in the psyche of Indian women. Maya remains a child-woman 
perhaps because she is motherless and could not become mother herself. It 
seems that Desai’s women characters are more under the sway of modernism. 
  
And the conflict arises because they are unable to come out the traditions so 
deeply rooted in them. In both the novels (CP & MG) the myth of lord Shiv and 
Amba are respectively used to reinforce the motif of woman’s power to destroy 
the evil. In Cry, the peacock what is a hindrance in Maya’s self-actualization is 
evil in the form of Gautam. In Matinu Ghar, Lata brings a disaster in her own life, 
kills the demon in her father. He undergoes repentance and regrets the injustice 
he did to his family. Lata’s attachment to her mother and a motherly sister is so 
intense that she cannot fit properly in her own happy life without them. Her 
mother was a worshipper of Goddess Amba. And she too visualizes herself in the 
role of Goddess destroying the “asuras”. Thus motherhood and matrushakti 
motifs remain a very strong common feature of these two novelists. 
  
These motifs take an ambiguous turn when we meet Sita unwillingly to 
give birth to her fifth child. It is this pregnancy that leads her to reexamine herself 
in the light of a woman haunted by her mother (ghost-like) who had left the 
children at the care and mercy of their father who had incestuous relations with 
her step sister. The ambiguity of the parent’s image detains her from growing up 
a whole human being. She doubts whether she had really enjoyed pregnancy, 
parturition and child rearing. She too is motherless but she is saved from being 
totally neurotic because on the island she realizes that she must not push her 
children into similar fate like hers. Motherhood, though not complete a least 
partially gives her self-actualization. On the other hand Adalja’s Sunanda is an 
orphan, brought up by her uncle and aunt. The novelist genuinely depicts 
Sunanda’s sexual urge, an unusual instance in Gujarati novel writing. Desai’s 
Maya, Adalja’s Sunanda and Vasant are the women who try to express their 
sexual desire but without proper reciprocation. In Sunanda’s case her lover is 
accidentally sent away by fate and the novelist to America leaving Sunanda to 
enjoy her practical self-actualization in being a surrogate mother to Seema. 
Nanda Kaul’s retreat is in itself a unique step into the arena untread by women 
so far. This is the zone in which males are considered as worthier of such 
spiritual pursuit than women. Nanda had longed for the life of a recluse ever 
  
since her marriage but it become possible only after the death of her husband. 
Marital disharmony and a compelled motherhood and great grand motherhood is 
the prime concern of Desai’s Fire on the Mountain. Parallel to this is Adalja’s 
Shag Re Sankorun which deals with the theme of ‘brhamacharya’. The 
characters do not shift to different location but within the ‘grihasthashram’ they 
are recluse. Krishakant’s vow of celibacy is forced upon his wife Vasant also. In 
Indian context, expression of female sexuality before marriage and even after 
marriage is considered as immoral. Anuradha Roy writes:    
 
In Indian society, even at the fag end of the twentieth 
century, centuries of indoctrination regarding the 
expression of female sexuality continue to hold ground. A 
natural expression of a woman’s sexual nature within and 
outside the hollowed precincts of marriage- is summarily 
branded as immoral, for female sexuality is traditionally 
centered around the function of reproduction. (Roy: 44) 
 
 And interestingly enough the life long suffering of Vasant whose 
passionate love making to her husband is branded as an act of lust and her 
daughter Ami conceived of this act as fruit of her sin, lust. Yet if Vasant sustains 
in her twenty long lonely years is because she had actualized herself completely 
in her motherhood. She had given her daughters roots and wings both. 
  
Bim, the protagonist of Clear Light of Day, becomes the victim of the 
family. She is an aging spinster and for twenty years not being able to forgive 
Raja her brother for having left her and Baba. She rejects the institution of 
marriage. (perhaps from her observation of her parent’s and Mira-masi’s lives) 
and still it is always Bim who is caring and nursing her ailing brother Raja, 
neurotic and alcoholic aunt and mentally retarded brother Baba. By choosing to 
be Baba’s motherly guardian and a teacher of history she not only attains her self 
actualization but also creates a landmark in the history of Desai’s women 
  
characters. Once again we see it is through surrogate motherhood, Bim meets 
her self-hood. Quite similarly, in Adalja’s Mare Pan Ek Ghar Hoy, Leena 
becomes the victim of her family and attains self actualization through being a 
surrogate mother of Apurva, the son of her schizophrenic sister Surekha. The 
picture that then becomes clear is; for Desai’s women motherhood alone is not 
always enough for her women’s self-actualization. They still yearn for something 
else, of which they themselves may not be sure of. Adalja seems to be more 
footed in Indian soil, and hence her women characters may wish to pursue 
vocation but motherhood either biological (in case of Vasant) or surrogate (in 
case of Bim, Leena and Sunanda) is enough to make them harmonious whole 
human beings. 
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CHAPTER IV 
 
CHARACTER DELINEATION 
 
The previous chapter explored the thematic concerns in the selected 
novels of Anita Desai and Varsha Adalja. Woman’s marginal position, her 
problem with occupying inner and outer space, her struggle to express and be 
accepted and her efforts to achieve utopia are discussed at length as the feminist 
themes of Anita Desai and Varsha Adalja. In this chapter, the effort is made to 
apply psycho analysis for the interpretation of these women protagonists’ internal 
as well as external conflict, faced by them in the process of their search for 
identity and self assertion.  
 
Being a psychological novelist and concerned largely with the atmosphere 
of the mind of her characters, Anita Desai swerves away from the main tradition 
of characterization followed by Anand, Narayan, Bhattacharya, Malgonkar, and 
Markandaya for whom it implied largely the social and economic background, 
physical features, dress and behaviour of a person. For Raja Rao and Nayantara 
Sahgal, the philosophical and political ideas dominated other traits of characters. 
What mattered for Anita Desai were not philosophical or social ideas of a 
character but only characters, their motivation, their consciences and 
consciousness and their tensions: Being a sensitive woman novelist and gifted 
with good observation, sensitiveness, a penetrating analysis and a skill to paint 
with words, Anita Desai creates a rich gallery of characters, both male and 
female though dominated by the latter. B. Ramachandra Rao feels that in her 
novels environment only adds to presenting ''each individual as an unsolved 
mystery." (Rao:61)  
 
 
 
 
  
Regarding her unusal characters Desai says: 
 
I am interested in characters who are not average but have 
retreated or been driven into some extremity of despair and 
so turned against, or made a stand against, the general 
current. It is to flow with the current, it makes no demands, it 
costs no effort. But those who cannot follow it, whose heart 
cries out “the great No” who fight the current and struggle 
against it, they know what the demands are and what it costs 
to meet them. (Dalmia Yashodhara: 13) 
 
Desai's characters are neither ordinary, nor are their problems concerned 
with food, clothes and shelter.Their problems are concerned with one's difficulty 
in adjusting to the outer, physical social reality of the universe. Her characters 
struggle to link up these two worlds: the world within and the world without. Each 
of her characters has an imaginary world of her own and crisis of consciousness 
and tension occur when this world and the external world confront each other. 
Desai's mode of characterization depicts the characters success or failure in this 
confrontation. The character experiences the inner conflict in the process. The 
mode of confrontation exhibits whether the individual overcomes her inner angst 
and establishes a rapport with the exterior or not. In this chapter the intention 
would be to trace the 'rising consciousness' in the women characters of these 
two women novelists. Unlike Desai, Varsha Adalja's characters do not face 
psychological problems alone. Adalja's women characters face psychological, 
social as well as economical problems. So her characters have to fight their 
battle on three fronts and not just one. Desai's delineation of characters is purely 
psychological whereas that of Adalja is a fusion of the psychological and social. 
Both the realities get fused in Adalja's art of characterization. Since Adalja is a 
primarily a stage artist we do find the effect of 'life by action' in her character 
portrayal and development of plot. Her characters are more socially placed than 
that of Desai. Women characters of both the novelists rebel but the difference lie 
  
in the cause of the rebel. The discussion in the present chapter will be to trace 
the trait of the temperament of the character, how according to that trait does the 
character struggle for self-identiy and does that search for self lead the individual 
to reconcile and establish communion with the conscience as well as other 
relations. 
  
Desai's characters are rebels and the rebellion could be against one’s 
spouse, children, siblings and relations. Maya in Cry, the Peacock belongs to a 
rich family, has a well-to-do husband, but is emotionally starved. Her problems 
are physical and psychical. Her craving for sexual pleasure becomes so intense 
that she turns neurotic. Her unfulfilled and dissatisfied libido leads her to a 
disastrous end. They originate and exist because of the incompatibility of their 
temperaments. Maya is romantic and hungry for love; Gautam is realistic and 
cold. Her weakness is that she is unable to differentiate between the desirable 
and plausible. Her imaginary world of sensations and fantasies collide with 
Gautam's rational and realistic world. Maya is ever indulged and sentimental on 
the death of her pet dog. And Gautam instead of comforting in her grief, he is 
concerned with a cup of tea, considering a pet dog insignificant and replaceable. 
He is unable to comprehend the value of emotional attachment. 
  
Through out the novel we find this tug between emotion and reason Maya 
stands for emotion and Gautam for reason. An as the nature of this dichotomy 
suggest they cannot unite. Passion overrules the intellect, the reason. The 
imaginary world takes over the real world. The contrast is created by Desai in two 
different characters and sometimes in different stages of the same characters. 
Here Maya and Gautam are continuously contrasted. While most of the women 
characters are sensitive, the male characters are not, and as such they often 
aggravate, even cause the problems for women characters. Gautam and Raman 
fall under this category. Gautam is detached, philosophical rational and even 
inconsiderate. His constant harping on detachment as preached in the Bhagvad - 
Gita and his discouraging responses to her requests and suggestions including 
  
the desire to go south to see Kathakali dance. As his namesake, he remains a 
detached prince, Gautam Buddha. Unattached and distant, he had walked out of 
his wife and child towards the road of nirvana. Gautam is a sthitapragya, that is, 
he signifies as Buddha-the utter silence of the mind. For it is such equanimity that 
produces illumination. The Gautam of the novel is neither as detached nor 
imaginative as his namesake. Seemingly his death is the transversion of the 
original Buddha, more fit in the postmodern world. Detached and indifferent, that 
is how Maya sees him and decides that he, a ''disembodied spirit'' (CP 197), did 
not mind whether he lived or died even though ''he kept in touch with the world, 
however shakily'' (CP 206). Gautam, as per his Hindu consciousness thinks of 
Maya in terms of the concept of illusion suggested by her name. 
 
  Maya's predicament can be linked to the failure to find a refuge either in 
marriage or in family. Her extreme sensitivity makes her a ''borderline patient'' 
(Kristeva, 1982: 49) Maya is neither a Cinderella in rags, nor a Snow white dread 
of a stepmother. She is a toy princess, a prototype of a dance princess whose 
only contact with reality is autistic. The split in Maya's personality has resulted in 
her loss of belief in herself. And this leads to her interiorization of the split. She 
indulges in narcissistic imagination. But at a denotative level her discourse 
becomes a site of displaced eroticism. Unable to find an outlet it has 
metamorphosed into ''obsessional discourse'' (Kristeva: 1982:49) Maya becomes 
trapped in the past of her making. This happens because she has father - fixation 
and cannot relate with her husband on equal basis. Fortified by the presence of 
security in marriage, a house and a string of servants, Maya feels empty, alone, 
afraid. She sits in her house ''as in a tomb'' (CP 129), which takes on a 
metaphoric significance with its false sense of security and closure. Maya's 
obsession with the father figure and the separation from the mother along with 
her failure to identify with Gautam has led to her isolation. She is obsessed with 
albino's prophecy and the heat and Toto's (Pet dog) death aggravate her 
hysteria. She is helpless against the brutality of the heat and fails to cope with 
her inner freeze, her obsession with fate and an inability to locate a sense of the 
  
surrogate father, Gautam. Unlike her real father he has been unable to provide a 
toy world for her and failed to integrate her successfully into the world that 
belonged to him. 
  
The two temperamental traits those of passion and reason are associated 
with Maya and Gautam to reassert the philosophy of Gita and also relocate it in a 
contemporary context such as to create a modern landscape of transcendence. 
In the process Maya becomes an embodiment of herself, an appearance and an 
illusion Maya as a character emerges as the concept of Maya, the realization of 
the transitoriness of all existence and hence a refusal of the permanence of 
things. Reason and passion exist at binary poles. Reason does not understand 
the undertones of passion, its desires to reach the alien and the unknown ''In this 
world there were vast areas in which he would never permit me, and he could not 
understand that I could even wish to enter them, foreign as they were to me.'' 
(CP 104) 
  
One is blind to the other. If reason is boring, passion is idle, vain. Reason 
is dry, passion is fluid it refuses to remain still: 
  
One is too weak. One wearies, one feels inadequate to 
its divinity, and so one choose, rather to drift along the 
down ward stream. It is less tiring than fighting the sea, a 
wild sea. We aren't made to tight the tide, the current. 
One cannot remain always on the crest of the wave, the 
edge of the waterfall. One needs to breathe (CP 121) 
  
Neither Gautam nor Maya, survive, it is passion that kills reason. But 
passion alone does not have the power to survive, to sustain - it loses itself in a 
dread of horror. The world will never accept me on its own says the voice of 
passion. Maya's cry, her sharp scream is a reflection of this fear. Philosophically, 
Maya's cycle can be traced as: attachment leads to desire and desire to anger 
  
which result in delusion and delusion leads to further enmeshing herself in 
attachment, to death, to madness, to confinement. Maya perished. The sum of 
her dream, her desire, is disaster. Hence the novelist attaches both psychological 
and philosophical nuances to Maya the tragic neurotic protagonist of Cry, the 
Peacock. 
  
Anita Desai is concerned with the portrayal of 
psychological reality and as such prefers characters who 
are peculiar and eccentric rather than general. Hence 
most of her major characters are not from real life but 'are 
either entirely imaginary or an amalgamation of several 
different characters (Jain: 68)  
 
  For her, each character is an embodiment of some unexplained mystery 
which the novelist’s task is to peel and unravel layer by layer. Most of her female 
protagonists are sensitive and solitary to the point of being neurotic. Maya (CP), 
Sita (WS), Nanda Kaul (FM) and Bim (CD) come it is only Maya who turns totally 
neurotic, the remaining three are saved from the total lapse of balance. 
  
This eccentricity or peculiarity at times is emphasized through an animal 
or bird image. Gautam is compared to a horse, Maya to a cat, peacock and a 
cobra, Sita to a jellyfish, Nanda Kaul to a lizard and a worm, and Bim to a mare. 
The intention here is to explore this extreme sensitivity and the eccentricity in 
Sita. Her unusual childhood during the freedom struggle and doubtful and 
ambiguous images of parents make her intensely reactive to the smallest act of 
violence. Even lack of creativity brings in her lack of confidence and she finds life 
meaningless. She strives to give her life a meaning a purpose and for that she 
requires a temporary escape, a temporary refusal, 'a Cavafian No'. Like Maya 
and Gautam here too we find in Sita and Raman a reworking of another Indian 
mythology, that of Ramayana. 
  
  
In Where shall we Go this summer (1975), Anita Desai reverts to her 
favorite theme of probing into the consciousness of an introvert and sensitive 
woman who is bored and frustrated by her common place and humdrum life and 
tries to escape into purposeless and unproductive loneliness. 
  
Owing to her strange and unusual childhood experiences, Sita, the 
protagonist of the novel, develops certain complexes which turn her into an 
alienated and morose character, and weaken her to face the realities of life 
boldly. She is unable to grow to maturity and turns into a complete misfit. As the 
ordinary life and everyday world grow insufferable to her, she desires to release 
herself from them and seek refuge in the magic island of Manori where her old 
father is believed to have performed several miracles.'' If reality were not to be 
borne, the illusion was the only alternative. She saw that island illusion as a 
refuge, a protection.'' (WS 91) 
  
Sita is the daughter of a political celebrity, a well known freedom fighter 
whom many of his disciples consider'' the second Gandhi. ” He tries to create an 
image of a social benefactor, a man denoted to simple living and selfless service 
to the islanders. As her father was mostly in jail and she had no mother to look 
after her, she was denied the regular life of a normal child. Sita has thus ''lived a 
strange life, an unusual life'' (WS 59) 
  
After independence her father comes to settle in beautiful natural 
surroundings of Manori Island accompanied by his disciple and his family. He 
calls his house ''Jeevan Ashram'' (analogous to Sabarmati Ashram)'' the home of 
the souls” and like Gandhi tries to put on the island his social theories about 
simple life untouched by the comforts of machine age into practice. In her 
childhood she saw her father's cure of disease through his herbal medicine, his 
providing them with sweet water well, ways of growing rich crops and ridding the 
land of snakes and scorpions as magic. At a later age she doubts its ingenuity 
and so to her he remains an enigma. Not only for his theory and practice; but for 
  
his relationship with his own wife, and then with Rekha remains a puzzle. She all 
the time observes and senses a certain incestuous attitude of her father towards 
her step sister Rekha. Sita's mother had run away to Benares because he had a 
mistress she is haunted by these queries and also by the ghostly white figure of 
her mother. Insecure childhood experiences and strange experiments and 
suspicious relations of her father make her alien to herself and her family. These 
entire circumstances make Sita lose her grip on life and develop in her mind 
uncertain and unrealistic attitude towards life.  
  
Raman comes in her life as a savior, after the death of her father. Here too 
the sibling relations remain undefined for Jeevan leaves the island quite 
sometime before her fathers' death, Rekha goes away to become a singer for Air 
and only, Sita is left dejected and desolate. Raman arranges for her education 
and later, drawn by her beauty, marries her. Even though Sita has four children 
from him “with pride, pleasure-sensual, emotional, Freudian, every kind of 
pleasure-with all placid serenity that supposedly goes with pregnancy and 
parturition'' (WS 29), she becomes restless and dissatisfied with her settled and 
dull domestic life small commonplace incidents like crows preying on the 
wounded eagle lying in the street or Karan hurting his leg by the spoke of the 
railing while climbing the gate, or children enacting a fight scene witnessed in a 
film, or her daughter crumbling a sheaf of new buds unconsciously, or tearing her 
paintings obsess and terrify her. She is bored but cannot comprehend her 
boredom. She seems to be in an everlasting state of waiting 'a living monument 
to waiting.' (WS 49) And when the fifth child is to be born, she rebels, she says 
'No', not being able to decide which out of the two would be a better thing for her 
to do, to keep the baby safe in the womb or bring it to this violent world. For the 
exploration of the self, she escapes, to Manori. There she finds objectively that 
life on the island is no more magical but tiring and testing one’s patience. Sita 
considers her visit to the island as ''a pilgrimage'' to beg for the miracle of 
keeping her baby unborn'' (WS 28). She does not listen to Raman's practical 
advices of staying at a place where there is comfort 'hospital, doctor and a 
  
telephone.' (WS 30) On the island she realizes that miracle was an illusion, even 
there life was tedious and disappointing. She is reminded of C. P. Cavafy's lines: 
  
He who refuses does not repent. Should he be asked 
again, he would say No again. And yet that No - the right 
No - crushes him for the rest of his life. (WS 127) 
  
By escaping ''from duties and responsibilities, form, order and routine, 
from life and the city, to the unlivable island'', (WS 128) she has succeeded in 
crying out her great 'No'. The struggle in her ends when Raman comes to the 
island to her great surprise. The children are anxious to get back into their routine 
so must she, but she feels she can't. With great tolerance and patience Raman 
tries to convince her that life is to cope up with its disappointments. It is in the 
small thing and bits that life offers happiness. For Raman, children and family 
meant happiness and he expected the same from Sita. But Sita is too existential 
and seeks for aesthetic pleasure, rest all is sentimentality, And yet the hardships 
on the island, children's anxiety to leave and Raman's final decision to leave 
make her follow his footprints. She remembers Lawrence’s poem that she had 
been pursuing for so long and she is clear about her own self and about the 
nature of life. She sees that pulling along like Raman was courage and at the 
same time saying 'No', refusing was also courage. In narrator's words: 
  
And so, she felt, as she sat down beside him heavily, it 
was to be a battle between his brand of courage and 
her's. Or her cowardice and his. But a battle it would be. 
(WS 128) 
  
Their thoughts and actions reveal their approach to life. Raman takes life 
as a series of disappointments whereas Sita takes it as a disaster. But his 
courage and leadership are trusted by his children.She too feels that 
temperamentally he was good and deserved more concern and love then she 
  
had given. She had never paid attention to his health or business problems, while 
he had always been there on her side in the moments of crisis. The self exile 
unlike the mythical Sita offers the opportunity to explore her own self and come 
to terms with life along with all its violence and disappointments. Sita of 
Ramayana was sent to exile when she was pregnant, so too is this Sita on self 
exile while pregnant for the fifth time. This Sita and the mythical Sita share two 
similarities; one of exile and the other exile as self exploration in the land of 
father. The mythical Sita is looked after by the rishi Valmiki in the forest. On her 
return she was asked to give a proof of her chastity once more to which she 
revolts and prays to her mother, the earth who gave her form and body, to open 
up and receive her into her arms. She concedes and Sita merges into her. The 
metaphor of 'the earth as mother' is a dominant feature of Indian folklore and 
religious tradition. Although one perceives no distinct parallels between the 
modern Sita, one notices that Desai's Sita is a suggestive transversion of the 
mythical figure.Her exile is an attempt to restore herself. The return to the island 
is an expression of her desire for maternal embrace.In it she seeks not a 
complete harmonious return but the strength to envision future. She returns to 
the mainland, not alone but with her husband and children. 
  
Sita is the only character who triumphs over the illusory. She is a unique 
character amongst Desai's other women characters to have realized the futility of 
an illusory life. When they analyze themselves in isolation, it is Sita who is more 
aware of her anxieties and neurotic behavior. To Showalter, a continuum is 
visible between hysteria and feminism. Overcoming her negation Sita makes and 
affirmative move. Like a jellyfish 'washed up' and ''Stranded'' She cannot go 
beyond a point.She was confused, muddled: 
  
Neither sea nor sky were separate or contained - they 
rushed into each other in a rush of light and shade 
impossible to disentangle. (WS 139) 
  
  
 As elements of nature water and space are inseparable and at the same 
time complimentary. Sita too recognizes the futility of her existence without 
Raman. Sita returns to the mainland with a hope though a bleak one, for future, 
with a clearer understanding of her relation to Raman and children. Also the 
angst towards life around her will also perhaps subside with time. Sita after the 
stay on island is wholer being with better understanding of self (husband & 
children) relations and life. Unlike her mother she is not and escapist a deserter. 
She wins the game. She is now free from the ghost influence of her mother. 
  
Maya represents yearning for physical ecstasy and ecstasy never 
attained, Sita transcends this state and wishes to attain divine pleasure, and 
Nanda Kaul has passed these stages and reached to a point of total disregards, 
a vanprasthi and than gradually a sanyasi. She is a chronological development of 
the woman (Maya) who refuses and perishes followed by the one who refuses 
and returns, the figure of Nanda Kaul in Fire on the Mountain can be seen as the 
one who refuses society in her old age, after her responsibilities are over and 
duties fulfilled. 
  
As a mother of several children and a wife of a 'vice-chancellor' she has 
had a very busy life, tending to the needs of husband, children, guests, relatives, 
visitors and students. The house always crowded and tea and food continuously 
served leaving her no time and space to herself. Having performed the role of the 
house holder well she comes to live at Carignano in Kasauli after the death of her 
disloyal husband. Her husband had a lifelong affair with a Christian teacher and 
she was the silent and almost dumb witness to it. 
 
It is already mentioned in previous chapter that, motherhood does not 
offer fulfillment to Desai’s women. In the light of that, the effort here is to show 
that they become quite untraditional for that matter.Nanda Kaul is unhappy in that 
role. Motherhood does not offer fulfilment toNanda Kaul.  
  
  
  Woman as mother is assumed to acquire a specific status in society. 
Mothering becomes an arena for woman wherein. She is able to realize herself. It 
gives her a status and a value. By acknowledging the boredom and tedium of 
marital and maternal life women like Nanda Kaul and Sita are going against the 
current. They question what tradition decrees... Their maternal concerns have 
oppressively overshadowed their personal concerns. In spite of this the paradox 
of the present argument is visible in Maya (CP) who suffers due to her unattained 
motherhood.Nanda’s retirement to Kasuali is more than mere that. She is trying 
to be desireless. Her choice of Carignano on 'stark and barren' Kasauli reflects 
this mood of renunciation of the old lady. In the cause of the renunciation lies 
profound disillusionment and unhappiness. Having suffered open wound through 
out her life, Nanda Kaul now decides to shun away from all acquaintances and 
relatives she does not want to remember anything from her past which is not 
without misery. Her only wish now is; to be a tree, no more and no less'. The 
desire to merge with the pine tree is symptomatic of an inner desire to be 
stripped of all human identity. She also seeks to emulate the spirit of the soaring 
eagle ''in repose, in control'' (FM 10) of all that she surveys. The novel describes 
this strife of Nanda Kaul to shed off her identity and attain repose, a state of calm 
and peace. She wanted to live a life of recluse and forget all about her miserable 
past. In the earlier two novels the contrast was raised between Maya and 
Gautam, Sita and Raman, but in Fire on the Mountain, Nanda Kaul is contrasted 
to Raka. Nanda Kaul is caught in the web of 'self-contradictions.' She is not 
aware of the split in her personality caused by the desire of the self to recoil from 
all contact and yet attempt to reach out to the other. She vacillates between two 
contradictory forces: withdrawal and involvement, detachment and attachment. 
Nanda Kaul, the oldest of Anita Desai's protagonist and Raka, the youngest 
character discussed so far, take recourse to self-destructive isolation as an 
alternative to their conflicts. While the older woman has a tendency to look back 
and regret, the younger one is terrified of past, present and future, striving to shut 
out the agony of experiences. Raka and Nanda offer the pattern of self-
alienation. The force from within and without is responsible for this. The 
  
sicknesses of the soul and the claustrophobic atmosphere they live in have 
ingrained in them the sense of insecurity. Nanda Kaul has become the portrait of 
a silent sufferer, a martyr, a 'subdued victimized self'. All her life she has been 
neglected and loveless, and out of frustration she carries out her duties and 
responsibilities. Her husband is too immersed in his affairs with Miss David to 
notice the self-sacrificing not happy and satisfied on rearing her children, an act 
of creativity as such. 'Children were also all alien to her nature' (FM 145). 
  
Nanda Kaul sees this as a failure of a woman and mother. This is made 
clear when she remembers that Asha was the least loved of her daughters. The 
novelist writes; ''She has been the most exasperating of her daughters...'' (FM 
14) who compensates for the lack of love in her life by dedicating her entire life 
time to beautifying herself. Later, when she is a mother, she neglects Tara, her 
daughter who grown up a weakling. Tara is ill-treated by her husband and is 
totally incapable to fending for herself. Tara's daughter, Raka, pays for the 
weaknesses of her parents- father's brutality, mother's nervous breakdown. The 
graph is clear: Nanda's compulsive drives and her inability to pattern her life, 
affect three generations. The dismal sense of having failed at everything in life 
produces self-reproach and self-contempt. These, in themselves are damaging 
feelings. In order to escape that all consuming self-hate, Nanda must find out 
some ways.The easiest course open to her is to shift her energies from compliant 
drives to resignation. As the novel opens, we meet Nanda Kaul, pacing alone the 
heights of Carignano. 
  
A wishless person, she has done with 'bags and letters, messages and 
demands, request's, promises and queries.'' (FM 3) We also learn that ''It was the 
place and the time of life that she had wanted, and prepared for all her life...’’ (FM 
3) She appears to be a resigned individual, all set in for spiritual experience of 
inner peace. However we soon learn that his is only a semblance of peace, 
created to turn away form conflicts. Carignano offers her peace because it is not 
associated with her past.  She has achieved the desired loneliness and feels 
  
happy. She has, however overlooked the basic principle that the past cannot be 
shut out by fleeing it as Emerson argues; we can never go out of ourselves. We 
always perceive our own thought: 
  
it is easy in the  world to live after the world’s opinion;it is 
easy in  solitude to live after your own; but the great man 
is he who in the midst of the crowd keeps with perfect 
sweetness the independence of solitude. (Emerson: 64) 
  
Nanda had not achieved the capacity to be timeless and selfless; in the 
sense Emerson visualizes it. Even as the Indian concept of Sanyasth ashram, 
without attaining the optimum liberation of the self, any move in the direction of 
withdrawal leads to chaos. Nanda confronts her past in Ila and Raka, and is 
ensnared in her memories. Raka is one of the links of the long chain of event 
Nanda wishes to forget so is Ila Das whom she avoids.Both Raka and Ila 
represent that identity, which Nanda strives to forego. Her constant wish is to 
become anonymous, faceless, motionless, death-like:  
 
        Nanda Kaul lay on her bed, absolutely still, composing 
her hands upon her chest, shutting her eyes to the 
brightness of the window, waiting for first cool stir of 
freeze in the late afternoon to revive her. Till it came, she 
would lie still, still - she would be a charred tree trunk in 
the forest, a broken pillar of marble in the desert, a pillar 
of marble in the desert, a lizard on a stone wall. A tree 
trunk could not harbour irritation, nor a pillar annoyance. 
She would imitate death, like a lizard. (FM 23)  
 
This Death - wish shows that she does not want to undergo the past 
tortures again. Once the old connections, binding her to a particular identity in 
time have been disconnected, she is sure to feel whole. Raka's arrival breaks her 
  
dreams of peace. The repetition of what she has done fruitlessly all her life is 
unsavoury. 
  
Raka is a foil to Nanda Kaul. No affection grows between Raka and 
Nanda as their solutions of withdrawal clash. Nanda tries to enter into Raka's 
world the moment she realizes that the great granddaughter possesses a 
temperamental similarity of a recluse by nature. Fairy tales and adventure 
stories, beautiful objects don't charm her. Instead her frequent haunts are the 
ravines with lizards, snakes, bones and the discarded refuse. No wonder, then, 
the caretaker of the burnt house thinks of her as ''the crazy one from Carignano.'' 
(FM 91) The novel incorporates bizarre psychology Nanda is bitter and unhappy. 
She identifies with bizarre images and the girl has the fascination for the bizarre 
spots of Kasauli, the charred house and trees. Raka's psychological attention can 
be ascribed to her unfortunate home which leaves the child insecure and isolated 
If the world is so hostile, the easiest course is to withdraw from it. 
  
Instinctively, she learns to expect nothing from it. Conversely, she gives 
nothing to it. On her part, there is no move to participate in living, to strive for 
achievement, to socialize. Nanda's situation is quite different. Maternal love and 
her basic nature weaken Nanda's self imposed detachment. Once again she 
looks for someone to care for. Her inner dictates force her ''to reach out to other'', 
to love and be loved. Horney, in this regard, mentions; a compliant person's 
craving to “strengthen his inner position by being accepted, approved of, needed, 
wanted, liked, loved, appreciated''. (Horney, 1965: 226) 
   
Nanda Kaul experiences a conflict between her compliant and resigned 
drives. These tendencies pull her in opposite directions: she must keep a safe 
emotional distance, yet she cannot help being drawn to Raka. She makes 
desperate attempts to earn Raka's love and attention through weaving fantasies. 
These stories pacify her self contempt momentarily. Nanda accepts: "All those 
graces and glories with which she had tried to captivate Raka were only a 
  
fabrication: they helped her to sleep at night, they were tranquillizers, pills." (FM 
145) Raka's interest in her stories gratifies her desire for care and attention from 
others. She escapes, temporarily though, the remorse and despair of her abject 
life. It soothes her self-loathing. But the catastrophe occurs finally with the 
telephone call, announcing the death of Ila Das. She is overwhelmed with spite 
for herself. Ila Das dies because of her concern for others; Nanda Kaul dies 
because of her concern for her loneliness. Both involvement and non-
involvement signify a tragic sense of unfulfilment. On receiving the news of Ila's 
death Nanda's self-hate operates in several ways. That she fails to stand up to 
her glorified image impinges upon her unconscious. She is overwhelmed by 
feeling of worthlessness and inadequacy. A loving individual as she is, she 
should have thought of asking Ila to stay on at Carignano. Self-reproach 
proclaims her guilty; she is lowered in her self-esteem. All her life she has lived in 
pretences. Each sentence spoken at the end; “it was all a lie, all. She had lied to 
Raka, lied about everything”. (FM 145) breaks open the layers of lies she has 
lived. In the end, Nanda Kaul's aggression is directed against her 'self' because 
she has to cope with the struggle between her idealized and real selves. An 
inevitable by product of the confrontation between real and idealized selves is 
inner conflict. Nanda condemns herself as a murderer of Ila. Self destructive 
drives work on her silently but fatally. Her death-wish expressed in the preceding 
pages works on her psyche. It finally causes her psychic death, followed by a 
sudden physical demise. 
  
In sum, the three female characters in the novel choose their own value 
system to guard themselves from reality. Raka refused to relate herself to the 
world and regales in being ruined; “I'm shipwrecked and alone. She clung to a 
rock-my boat, alone in my boat on the sea, she sang”. (FM 61-62) Ila Das claims 
invulnerability by endowing herself with superiority even in her loneliness. She 
says to Nanda Kaul: "I am always alone. I am never afraid." (FM 138) Nanda 
Kaul has a small spell of self discovery, but the truth about her is too bitter to 
endure. The melodrama enacted all through by Desai-personages from Maya to 
  
Nanda Kaul, finds its hangover in Bim in Clear Light of Day, though in a milder 
form. Bim suffers under her drives, appears as irrationally angry as Sita at times, 
as sentimental as Maya, and yet she grows out of these sickly sentiments in time 
to locate herself in a chaotic world of over-sensitivity. In her there is a synthesis 
of emotions and knowledge, a fusion of facts and fiction: qualities that enable her 
gain a relative freedom from her private hell. Bim, the chief protagonist of Clear 
Light of Day, is an interesting study of the self in transition. Although she is often 
unsteady, oscillating between losing herself in the struggle, in the end she 
discovers the structure of her own consciousness and achieves wholeness. The 
melancholia that shatters her balance for the twenty long years is a measure of 
her sense of failure of life to honour her aspirations. But, nonetheless, her 
courage and intellectual strength remain unaffected. 
  
Many readers refer to this positive streak in Bim's character. Meenakshi 
Mukherjee, for example, credits her with a change of heart, calmness and love. 
Another critic finds her a 'failed quester' who desired to conquer the world but 
who ends up by conquering herself. Bim develops the "awareness of time and its 
importance in human life," and strives "to be whole, to be sane amidst all decay, 
destruction and death". (Krishnaswamy: 279). 
  
  R. S. Sharma alludes to Bim's "transcendence". He recognizes her efforts 
to evaluate her own self by rejecting all that had hindered her growth into a truly 
liberated soul. Thus she goes towards the realization of a new self. The process 
is not without frustrations, failures and pains. But her vision which according to 
Usha Bande is a 'Seraphic Vision' increasingly embodies a transfiguration of her 
sense of alienation into a new consciousness of wholeness through psychic 
renewal. The first glimpse we get of Bim is that of a pathetic heroine, an aging 
spinster, rotting in the decadent old house in old Delhi, the city that does not 
change, that only decays, "a great cemetery every house a tomb". (CD 5) With 
the yearly visits of Tara Bim's younger sister there is the family reunion. But the 
  
author affirms that the family reunion is "only partly successful" as "there are 
many sour notes among the happy ones." (Srivastava in Srivastava: 225). 
   
What makes Bim so hysteric is the situation she is placed in, not only by 
an unrelenting fate but by her brother Raja also. Raja withdraws himself from his 
family responsibilities and, on top of it, has the audacity to write a self-righteous 
letter. 
  
Factors, self-inflicted and enforced from outside make Bim an irate, 
unforgiving, sarcastic and bitterly distraught. She tries to disconnect herself from 
her past periods of childhood and youth so as to prevent any further 
disappointment in life. She presumes a solution in stoicism but a forced one does 
not work and she slips into a vindictive-aggressive rage. These intra-psychic 
conflicts produce alienation. Nevertheless, Bim does not lose the basic charm 
and strength of her personality; she is maternally affectionate towards Baba and 
her students; she is still admired by Bakul, silently for her "decision, firmness and 
resolve” (CD 18) loved by Dr. Biswas for her courage and fortitude' and is adored 
by her readers for the unique ability to laugh off her pains. Slowly out of the 
picture of dissatisfied spinster, emerges a woman of seraphic vision of the clear 
light of day, of clear sunshine. 
  
Parent-children relationship has influenced the making of Bim's psyche to 
a very great extent. All the four brother-sister have a home, a family, if presence 
of parents and a roof overhead is the notion. Apart from that the children have 
never known the love and care of the parents. They were too engrossed in their 
Roshanara Club and cards. These children are saved for the benign presence of 
Mira-masi, a mother surrogate. Raja and Bim do not appear to be in need of a 
mother. She is saviour for Tara who clings to her for protection against the elder 
two, Raja and Bim. Much of the emotional crisis is warded off, just because Mira-
masi, a good mother is there. Baba, the retarded child, gets emotional security. 
Tara the weakling of the three changes over from the protective embrace of Mira-
  
masi to that of Bakul, and is happy with her life. The detrimental home affects 
Raja. He turns an escapist, a self-centered, dreamy romantic, shrugs off all 
responsibilities, like the parents. It is Bim who, with a vast treasure of read-
literature sacked in her brain-Eliot, Byron, Swinburne, romantic books, adventure 
stories, history - shifts between past memories and present realities shuttle cocks 
between her self-alienating forces and her strength of spirit and mind. 
  
The immediate and logical outcome of having observed Mira Masi's life 
quite closely is; Bim rejects to enter into a marriage. She denies the lucrative 
offer of marriage with a person like Dr. Biswas. Dr. Biswas thought that she did 
not wish to marry because she had the responsibility of her autistic brother and 
alcoholic aunt. She felt extremely angry and shook her head for having being 
misunderstood. But she drives Dr. Biswas out from her mind and successfully 
overcomes her temporary emotions. Right from the childhood, she is a spirited 
and talented student. Her role model is Raja. She enjoys his activities and 
mischief. Her dream was to become a heroine. Her real-life heroic figures are 
Joan of Arc and Florence Nightingale. Bim admires her heroines and wants to 
emulate them, and he does succeed to a very great extent in shouldering the 
responsibility of Baba and Mira-masi. She tells Tara' "I won't marry... I shall work, 
I shall do things”. (CD 140) Out of this tendency grows the glorified self-image of 
Bim. And thus also makes her aggressive and chides Tara who has no ambition. 
Out of her desire to be like Raja, she has conversely created an imaginary 
picture of Raja. This created picture of Raja is crushed when after years together 
she reads his poems and realizes that he was not after all an original poet, his 
was a mere imitation. Bim discerns that Raja's ambitions have been 'modest and 
unassertive''. The striving to be really great like other indicates growth, but 
trouble with Bim arises when instead of the real self the idealized self-image is 
upheld. Bim grows ambitious and Tara finds an escape in Bakul's love. Her 
desire to 'be a mother and knit for her babies'' is realized Bakul’s training and 
love save her from mental wreckage. Mira Masi's words said unwillingly though 
seem to have prophetic proportions. "There, there, you'll see you grow up to be 
  
exactly what you want to be, and I very much doubt if Bim and Raja will be what 
they say they will be”. (CD 112) Raja achieves his goal by second hand means. 
Having married Hyder Ali's daughter, the Byronic romantic feels complacent that 
he has emulated his boyhood hero, Hyder Ali Sahib. Bim stuck with her abnormal 
brother, Baba is entangled. She feels lost and also inferior to Raja and Tara who 
have achieved what they wanted. Bim is not jealous; the futility of her desires 
tortures her. 
  
Ambition to do something leads her towards glorified self image which 
further creates a tendency in her to grab power and glory. If she fails to attain it, 
she turns to vindictive triumph. Her victim is Tara. By humiliating her or inflicting 
pain on her, she derives a sense of achievement. The novelist describes in detail 
how Bim is led to 'be cruel to Tara'. She clips Tara's long hair because the latter 
longed for curls. This one cynical act speaks volumes for Bim's ''unconscious 
impulse to defeat others in personal relations”.(Horney 1967: 27) One could let 
go it as childhood mischief if such acts were not repeated then and even later. 
Middle aged Bim's occasional remarks are cynical enough to inflict deep pain on 
Tara. She is cruel and sarcastic at times, and Tara recognized "the moment 
when Bim went too far with which all their encounters had ended throughout their 
childhood.... (CD 7) Indeed, Bim is always thinking in terms of triumph. 
  
Triumph for young Bim means to be at par with Raja. To wear his clothes, 
to puff his cigarette secretly, to fly kites with him are some of her passions in the 
field of physical activities. In the intellectual arena, their paths diverge as they 
grow up. Raja’s books like Robin Hood and Tara's light romances don't interest 
her. Bim cultivates a higher taste in her reading. Gibbon's Decline and Fall 
inspires Raja's admiration and awe at the intellectual depth of his sister. But 
apparently he ridicules her for her lack of imagination. Bim feels hurt and 
puzzled. This naturally, creates ''a gap between them, a trough or a channel that 
the books they shared did not bridge”. (CD 121) Psychologically Bim's desire to 
  
emulate her brother would give rise to “personal conflicts soluble only by 
psychotherapy”. (Lundberg and Farnham: 235-236) 
 
Sociologically too, to emulate and equal masculinity is a tragedy of a 
woman's life. The Indian social code sees external ambition in women as 
detrimental and unnatural. Anita Desai also affirms in an interview with Jasbir 
Jain that in Indian Society of the early nineteen forties, of which she is writing in 
this novel,'' certainly one was aware that men had  a different kind of life open to 
them which was entirely shut to girls. Girls at that time didn't even visualize 
having any kind of independent will to choose for themselves.'' Sociological 
factors regard Bim's high ideals of service only as a ''sacrifice for the family.'' 
Judged by this conventional social matrix her sublime ambition is reduced to a 
pathetic search. Her spirited volition to ''do something'' collides with the social 
set-up igniting conflicts. Her need for supremacy is intensified. She realizes that 
in reality she is neither a Joan of Arch nor Florence Nightingale. To counter this 
reality she makes claims on life. She reacts violently on Raja's marriage. 
Somewhere deep down this intense frustration lays the undercurrent of fear-fear 
of being alone. The natural outward reaction of fear is anger. Raja's decision to 
leave them and his letter turn her furious. This anger simmers in her for twenty 
long years and one day it is Baba who is made the target ''to vent her hurt', and 
pain and frustration on." Once the rage was spent, Bim's purview is cleared. It 
has a therapeutic value with the purgation of emotions; all doors are opened by 
self-examination. 
  
With her newly gained perception, Bim comprehends the reality of Raja's 
character as well as the myth of his heroic image. Raja's hero-poet image was 
her 'ideal construct'. But when he bargains for something lesser, she feels 
cheated. Without realizing Raja's real character and his intrinsic capabilities Bim 
breeds, for twenty long years, the rancour for her broken ideal. To a surprised 
Tara she tells that Raja was not meant for the inferior things of life-family, money, 
business.  
  
That is not what Raja had wanted from life. He doesn't 
need a hobby, he needs a vocation. He knows he has 
given his up. Just given up what used to be his vocation, 
turned it into a silly, laughable little hobby... (CD 145) 
  
In fact, all her bitterness towards him is the outcome of her own erroneous 
picture. She sees him and herself in a clear light. She unravels her own mystery. 
This unraveling provides a barometer to re-evaluate and re-assert her. 
  
In speaking about wholeness, humanist psychologists encourage man to 
become more aware of the possibility of his growth as a person. The Greek 
philosophy and the Hindu philosophy do point out 'know thyself' and 'Atmanam 
Vidhi' respectively to recognize one's true self, above fragmentations. When Bim 
feels one with her siblings, she grasps the depth of love binding her to them: 
 
...She saw how she loved him, loved Raja and Tara and 
all of them who had lived in this house with her." There 
could be no love deep and full and wide than this one she 
knows. No other love had started so far back in time and 
had had so much time in which to grow and spread. They 
were really all parts of her, inseparable, so many aspects 
of her as she was of them, so that the anger and 
disappointment she felt in them was only the anger and 
disappointment she felt at herself. Whatever hurt they 
felt, she felt.Whatever diminished them, diminished her. 
What attacked them attacked her. Nor was there anyone 
else on earth whom she was willing to forgive, more 
readily or completely, or defend more instinctively and 
instantly. She could hardly believe, at that moment that 
she would live on after they did or they would continue 
after she had ended. If such an unimaginable 
  
phenomenon could take place, then, surely they could 
remain flawed, damaged for life. The wholesomeness of 
the pattern, its perfection, would begone. (CD 165) 
  
This new vision implies the acceptance of the inner core of her being. Bim 
‘transcends', awakens from the burden of the past and prepares her for the final 
aesthetic pleasure offered by the music consort at Misras their neighbours. 
Through this experience of aesthetic pleasure in music she comprehends the 
eternal unity. Bim rises above the limitations of the ego-centric self. She 
unconditions her mind by becoming totally attentive to a holistic experience. 
During such self-validating moments, her quest for identity end; she finds the 
'real me' (to use a phrase of William James). The crisis of her adolescence and 
the problems of her adulthood that had staggered her, are now substituted by a 
coherent self. Maya's purposelessness, Sita’s yearning for artistic creativity, 
Nanda Kaul's dutiful yet empty life, all end up coherently in Bim. With a fusion of 
vocation by being a lecturer of history, a surrogate mother to Baba, Bim fills all 
the gaps left by the earlier women characters of Desai. She has remained 
certainly successful in overcoming the pettiness. 
 
Anita Desai's Clear Light of Day and Varsha Adalja's Mare Pan Ek Ghar 
Hoy deal with the same theme of sibling relationship. The discussion above has 
just exhibited how Bim's love reaches to all her brothers and sister. Clear light of 
Day examines the relationship amongst Raja, Bim, Tara and Baba, two brothers 
and two sisters. Adalja's Mare Pan Ek Ghar Hoy examines the relationship 
between just two sisters. Desai's Bim and Adalja's Leena share similar kind of 
responsibility and experience, the inner conflict between their ideal self and the 
real self. The former's discussion being over here Leena shall be the centre of 
discussion. Occasional reference to Bim shall be made to clarify the 
commonalities and differences. 
 
  
Leena ane Surekha be behno vachche na, balke 
Leenamaj vasati be vyaktio-ek tyagmay bahen ane biji 
swahit zankhati stri - vachche sangharshni a katha chhe. 
(The novel is a struggle between Leena and Surekha in 
fact between the ideal and real self residing in Leena 
herself.) (Mehta: 181)  
 
Surekha is a schizophrenic patient from early childhood. The doctor has 
advised to satisfy her each and every desire to keep her mind calm. The 
economic condition of the parents is middle class and so at the cost of Leena’s 
ambition and aspirations, Surekha's desires are fulfilled. Every now and then 
Leena is made the target of sacrifice which stings her bitterly. Leena says: 
 
Tyag, bhog, faraj, balidan e badha shabdo kimati 
gharenani jem kyarek vaparava sara lage chhe, roj nahi. 
(Words like sacrifice renounce duty are good to be used 
only occasionally like precious ornaments, not every 
day). (MH 59) 
 
Leena's emotions oscillate between her two split selves one that ever 
loves her sister Surekha and is tender and sympathetic to her and the other that 
hates her, and abuses her for being a burden on her, “stuck to her like a leech 
and would not leave before having sucked all her blood”. (MH 29) 
 
Such angst was pent up in her that she disliked all those who praised her 
for efficiently bearing the burden of the family; the schizophrenic sister and 
paralytic father. Their relations and neighbours compared her capacity with that 
of an eagle; "Like an eagle stretching its wings (she) has sheltered the whole 
house". (MH 31) 
 
  
Growing up she had not realized from which moment onwards she had 
started hating her sister Surekha. In the preface to the novel Kundanika Kapadia 
writes: 
 
Ek pale jene te dhikkare chhe, biji pale tene ja te chahe 
chhe. Jeni same te ladva ichchhe chhe, teni ja khatar te 
jivannu balidan pan api de chhe. 
(At one moment whom she hates the other moment she 
loves. S/he'll sacrifice his/her life for the one against 
whom s/he wishes to fight.) (MH 6) 
 
On the surface level the conflict appears between Leena and Surekha; but 
actually it is only within Leena. The novel reflects the duality of the personality. 
The ideal self that makes her love Surekha and be compassionate to her, the 
"real self" that hates her and sees her as the biggest hindrance in the way of the 
fulfillment of her desires. She was tired and loathed with this word ‘Surekha’ 
always around her life. She was jealous of her beauty her elegance and 
charming personality. Lata dreaded to look at Surekha quietly sleeping after the 
mental disorder, she was terrifically moved from within. 
 
Goru ekvadiyu sharir, nitarti namnash, anidar panddiyali 
ankho...Leenana manne dhakko vagyo e tarat tyathi uthi 
gayi. 
(Surekha was fair, slim, (with) nicely curved body, 
painted petal like eyes... Leena's mind got a jerk. She 
immediately left the place.) (MH 5) 
 
From love to hate, Leena had developed this change due to her love for 
Anupam. Over the years, from childhood to youth she had always to let go all her 
wishes to satisfy that of Surekha’s. Be it coaching fees, picnic, visit to friends or 
parties, books, saris, clothes, parent's love and care and ultimately even 
  
Anupam's love, one after the other, it were snatched away from Leena. Surekha 
had developed an adamant attitude towards achieving everything that she 
desired for. She had become so uncompromising that she was not ready to listen 
to no for anything. Her disease gets aggravated by Leena's denial to join her to 
Ramila's party. The novel actually covers a period of almost two years but gives 
the life story of past twenty to twenty-two years. When unable to cope up with the 
adversities of life, struggle within and the conflict with Surekha for Anupam's love, 
Leena at times felt utterly desolate and helpless. The incident of not being able to 
go to Ramila's house for party ends the confusion of love-hate relationship with 
her sisters. She was clear now that she hated her. The novelist writes: 
 
A ja e Surekha, jene varsho sudhi pote chahati hati ke 
dikkarti hati te nakki nahoti kari shaki. Aje have tene 
lagyu ke te Surekha ne dhikkarti hati. Khub dhikkarti hati. 
(This was the same Surekha whom she loved or hated, 
was not able to decide for years. But today she felt that 
she hated Surekha-hated her extremely.) (MH 13) 
 
And still when the moment arises to claim his love she faces the bitter 
reality that it is not she whom Anupam loves but Surekha. Both the sisters have 
an open conversation and both make desperate efforts to prove each one's claim 
over Anupam as more justified than the others. Leena's warning to reveal the 
secret of her disease does not disturb Surekha. She boldly announces that her 
love is a rare pearl and is not shinning dew which would evaporate. If on knowing 
her disease Anupam may not marry her but at the same time he will surely not 
marry Leena- because he loved Surekha and not Leena. She was earlier advised 
by her friend Ramila to express her love for Anupam but Leena was too proud to 
do that. For the fear of being rejected she does not before time give expression 
to her emotions. She is afraid of the insult of her love not being reciprocated and 
so Ramila's efforts of pursuing her to declare her love for Anupam is not 
considered. She had perhaps already sensed that Anupam loved Surekha. Both 
  
the friends express their understanding and acquisition of love. The conversation 
between the two reveals that: 
 
Tu jane chhe, prem ni yatra ahankarna shab par thayi ne 
jay chhe! 
Tari vat kadach sachi hashe; pan Ramila, prem satyani 
jem swayambhu chhe. Ena bij vavava nathi padta. Apoap 
ankur futi nikale chhe ane etle ja Anupam ne hu kahi nahi 
shaku, kyarey pan nahi. Leena swastha thayi gayi. 
Rumalthi ankho luchhi nakhi. Pachi fikku hasine boli: "Tu 
shu jane Ramila! Hu ladi janu chhu. I am a fighter and 
fighter, through out. 
(Do you know the path of love, goes across the corpse of 
ego?) 
(You may be right perhaps but Ramila, love like truth is 
spontaneous. Its seeds are not to be sown. They sprout 
on its own and that is why I'll not be able to tell Anupam, 
never. Leena became normal wiped the tears in her 
eyes. Palely, feebly smiling she said: Do you know 
Ramila! I know to fight. I am a fighter and fighter through 
out.) (MH 52-53) 
 
She could not convince herself of begging for love. Her ego stopped her 
from doing it. She considered that to be an insult of her respect and so drove 
away the idea of taking initiative in declaring her love. She had no other way left 
to fulfill her dreams for she knew her dreams were like the 'touch me not plant'. If 
at all she touched it they would fold themselves. She questioned her fate, her 
contribution in keeping the house and its inhabitants and in return she had 
received: 
 
  
A ghar, a bagicho, a badhu ja potanu hatu. Potana 
buddhibalthi, jahematthi ek putrani jem e akha gharne 
asanithi uchhaki leti hati. Badlama ene shu malayu? 
Bapu janta hashe? Emne khabar hashe ke Leenana 
Anupamne Surekha chahati hati te, eni sathe farti hati, 
eni sathe sahjeevanna madhur swapno joti hati? 
(This house, this garden, all of it was hers, with the 
strength of her intellect and industry, like a son she had 
easily borne the (load of) the whole house. What did she 
get in return? Would the father be knowing? Will he be 
knowing that Surekha loved Leena's Anupam, wandered 
with him and saw sweet dreams of loving companionship 
with him?) (MH 56) 
 
Leena was enmeshed between two opposite pulls. She on one hand saw 
that 'everything was fair in love and war' but the next moment she felt the futility 
of her claims. She was, crushed under all the values of good living. She wanted 
to throw away all the masks of being valorous, responsible, and obedient and 
defender of the family. Throwing away all the disguise of hypocrisy she wanted to 
expose herself like a magician. But on the second thought she drops the idea of 
telling anything to Anupam regarding Surekha's disease. Temperamentally she 
cannot ask for his love nor tolerate disrespect. She is not meant to cry for it, but 
silently, endure it all alone suppressing her dream of becoming a doctor while 
she was in matriculation and now the dream of marriage with Anupam, Leena 
with a great skill of an actor arranges for Surekha's marriage with Anupam. Her 
intense grief of having lost everything in life subsides with Surekha becoming 
pregnant. Leena assumes that she'll be able to have Anupam back in the form of 
his son, whom she will name Apurva. She started daydreaming about the infancy 
and childhood of Apurva. She forgot all her sorrow and contempt and looked 
after Surekha very tenderly. But sometimes her thoughts puzzled her and 
brought to the forefront what turmoil went on inside her said that she was 
  
deceiving herself by making the show of being happy over the motherhood of 
Surekha. 
 
However excited she would be over the child to be born, but the harsh 
reality was that it was not her child, it was Anupam and Surekha's child, that 
Anupam whom Surekha had snatched away from her. Her conscience said that 
she was trying to cheat herself. With great efforts she drove such negative 
though realistic thoughts out of her mind and whole heartedly nursed Surekha 
and her son Apurva through the pregnancy and birth. That phase was also full of 
weak moments which demanded that she had the right to live for the fulfillment of 
her own desires. She must have Anupam by any means (86) 'there was nothing 
wrong in it' were the thoughts of those weak moments. But a fighter, and a 
conscientious, proud fighter that she was, she did not surrender to those 
moments. After the birth of Anupam and Surekha's son Apurva, she forgot her 
earlier unaccomplished dreams and forgave Surekha also. She compromised 
with what life had offered to her in the form of Apurva. Her conflict is resolved 
with a new arrival in the form of a child and her love is reciprocated by the child 
too. All her contempt for Surekha being the means of her lonely dissatisfied, 
loathsome life was readily forgiven and Leena involves as a newly born different 
person. 
 
The moment she overcomes the bitter feelings, destiny bestows upon her 
all that she had wished for. Surekha's worsening stage of schizophrenia forces 
them to put her in the asylum. Anupam and Apurva both now belong to her, yet 
the question persists; can they really be called hers? Her fulfillment is of different 
nature but the confusions she has had through out her life speak out the 
psychological reality of an individual. Harmony lies within oneself, if the person 
attempts its acquisition than surely one acquires it. Complaints and contempt 
cease in her life at that moment conflicts are conquered and she has happy 
harmonious living. Leena’s psychic journey is thus from ego centric love hate 
relationship to selfless love. 
  
Adalja's characters evolve before the readers through their thoughts, 
actions and dialogues. Sometimes her protagonists have foils and contrast 
characters also. For instance Ramila, the friend of Leena was a foil to this 
protagonist. Ramila worked for her self-satisfaction whereas Leena worked out of 
utter need.Ramila saw Leena's life purposeful while Leena thought that the reality 
would be understood only if they exchanged their roles in life. In the same 
manner even in Desai Misra daughters are foils to Das daughters. Here Bim 
earns, provides for the family and there Jaya and Sarla run dancing and music 
classes so as to make the two ends meet. They are two brothers and two sisters 
just like Bim, Tara, Raja and Baba. Raja has left them and Baba is no good, the 
same way Mulk and Brij the brothers of Jaya and Sarla are worthless and simply 
squander money on drinks, the hard earned money of their sisters. Desai's 
characters emerge mainly through the moods, state of mind reflected in their 
interior monologue. Those of Adalja’s emerge through their interior monologue, 
conversation and action. The inner conflict, a sort of pull between two opposite 
selves remain a common ground of the two novelists in revealing the varying 
phases in the lives of their characters. 
 
Sunanda the protagonist of Retpankhi is a further illustration of 
experiencing the contrary forces working within her. What remained unexcavated 
in Leena's confrontation with her seemed self has been properly solidified in 
Sunanda's character. In Sunanda too we find the tug of war being continued by 
the novelist. The language becomes more subtle to make the character come 
alive. The element of 'involvement' (manah sandhan) which is so much 
emphasized by Ramesh Dave in Gujarati Navalkathama Patranirupan-1 has 
been dexterously employed and achieved by Varsha Adalja. The reader is drifted 
away with the force of the character's emotions. The reader experiences the 
mute sufferings of the orphan girl, the insults pounded upon the too good and 
benevolent step-mother, and indeed an individual in a dilemma. Her dilemma is 
between her ideal self instilled her by her uncle from her very childhood and had 
also become a part of her temperament and the 'real self' which demanded 
  
fulfillment of her desires and dreams. It is this novel that Varsha Adalja gathers 
boldness to describe that even women possess an instinct for physical pleasure. 
Though 'libido' remains an integral aspect of human psychology, Gujarati 
novelists sparsely probe into it. Adalja's attempt in this novel as well as Shag Re 
Sankorun is sincere and praiseworthy. 
 
The title of the novel comments on the theme and the nature of the 
protagonist. Though of course all the characteristic of the bird Retpankhi, Ostrich 
are not applicable to Sunanda. The bird is known for its strength and the habit of 
running in a circular route, which enables its hunters to catch it easily. And also in 
times of adversity it hides its face under the sand. The plot and the theme of the 
novel come full circle when Sunanda becomes the surrogate mother of Tara's 
daughter Seema. It seems that she has paid her debt to her uncle and aunt for 
being her caretaker when she lost her parents. This cyclic structure matches with 
the bird's habit of moving in a circular fashion. The end is also analogous with the 
bird's entrapment. Sunanda though willingly and with full consciousness is but 
entrapped by the external forces. She accepts Amla's suggestion of getting 
married to Sridhar after the death of Jagmohandas. Unlike the bird she faces the 
difficulties and struggle in her life with the qualities of head and heart. Without 
any bitterness towards any one, she makes compromise with her fate, yet the 
compromise is not without disappointments and frustrations. But her will remains 
unrealized for Sridhar first goes to Delhi and from there to America without giving 
convincing justification of his decision. Between the two incidents i.e.; Sridhar's 
walking in into the life of Sunanda and walking out of her life is the proper study 
of Sunanda's actual character. What was before that and what would follow after 
that is the picture of an ideal Indian woman under the influence of religion, 
morality and spirituality. Sunanda lives in the house of Jagmohan as an outsider 
and out of her responsibility and duty as a wife and stepmother. She provides a 
fresh and unique example of stepmother with great understanding of child 
psychology. She wins the confidence and respect of Amla and Vinay. 
Stepmothers are not always selfish and ghostly. She presents an altogether 
  
friendly image of the stepmother. Though age wise she was more like an elder 
sister than a mother. In spite of having achieved husband's love and children's 
trust and respect she craves for undefined need of her individuality. She 
managed to wear a mask of a happy and satisfied woman. But there was 
something missing in her life. Her husband loved her very much but she could 
not respond to his love passionately. She did not refuse conjugal relation but 
could not partake with excitement. Sridhar, the friend of Vinay had created storm 
in her mind. She was sometimes afraid that her husband would read her mind 
and find Sridhar's reflection there. Her temperament to slam her desires and 
actual self under the shell is very well described by the novelist as tortoise like. 
This, shield of fear, timidity and shyness is forsaken slowly to assert her place 
amongst the young children who are not ready to accept her as the second wife 
of their father. She does this with her inner strength of character and good will. 
Also she becomes instrumental in bringing the father and children close for the 
first time ever in their lives. For her capacity to endure open insult from Amla and 
Vinay make her husband say: 
 
Tame to ajab sahanshil chho. Chupchap ek ek vat matini 
jem shoshi lyo chho ane chhatay tamaramathi to bhini 
matini sodam ja ave chhe.  
(You are extremely tolerant. Silently you absorb one thing 
after the other and still you smell of the sweet odor of the 
wet soil.) (RP 52) 
 
Sridhar's presence was what she wished more and more. She felt gay and 
happy, light as a bird in the presence of Sridhar. She admired his company which 
made her forget her woos of a lonely life. Sridhar was shrewd   enough to find out 
that she lived the life of disguise and suffered from non belongingness. She 
adored him for his immense capacity to accept hardships smilingly. He brought a 
great relief to her suffocating life through his good humor. His dialogues 
intoxicated her and made her forget the surroundings. She was gradually drawn 
  
towards him and started loving him. She was so passionately drawn towards him 
that she used to visualize his figure in the mirror standing beside her. His 
presence and absence both produced upsurge of carnal desires beyond her 
understanding. Only with great efforts she could suppress them. When such 
thoughts overcame her mind, she chided it saying that it was unfair and immoral 
for a married woman like her to laugh and be in the company of an unknown 
youth. She wondered at the drastic change in her own temperament. She herself 
could hardly believe the change in her. She looked at this metamorphosis as 
though a rose had bloomed on a thorny cactus.' (Katala thorma gulbanu ful ugi 
nikalyu hoy) (RP 63) 
 
Day and night she was possessed by his thought. Her efforts to control 
herself failed and more and more she was dragged in the ocean of his love. 
Sridhar though had never openly expressed his emotions for her. More than him, 
it was she who was not able to restrain her thoughts which expressed that she 
craved for his earnest embrace. The novelist describes her bewildered state 
thus: 
 
Tofane chadela ashwani jem e bekabu bani jatu. e 
nihsahay bani jode ghasadaye jati. E potani jat sathe 
ladti-zagadti ane ante hari jati. Mann chek balwakhor 
bani bethu hatu. Eni ek pan vat kane dhartu na hatu.  
(Her mind had become uncontrollable like a mischievous 
horse. Helpless she was dragged along with. She 
quarreled, fought with herself and was finally defeated. 
Mind had turned out utterly rebellious. It did not heed a 
single thing of hers.) (RP 90) 
 
She tried her best to pacify her yearning convincing herself that it was 
unexpected of hgr to wish for that man's love when she was married and also 
loved by her husband. She questioned the cycle of her misfortune. “Why had he 
  
entered in her life while slowly and steadily she was trying to settle?” (RP 96) 
With this also arose another question of the role she had to play in the house of 
Jagmohan whose second wife she was. She saw her role as dubious. In her own 
words; 
 
Koyni khali padeli jagya par e ja vyaktini chhaya banine 
jivavu etle tamari potani jatne bhusi nakhavi 
(To live by becoming an image of someone in the place 
vacated by him/her is to erase one's own self.) (RP 98) 
 
At some such other weak moments, while she is alone she apprehends 
that her husband's former wife is penetrating her consciousness. This scene is 
vividly described by the novelist with a cinematographic effect. The photograph of 
Sumanben speaks to Sunanda, as though it had come alive and was throwing 
torchlight on her thought process. The photograph curses her by saying that your 
love shall never be requited 'Taro sneh pan vanziyo raheshe' (Your love also 
shall remain barren.) (RP 126) Sunanda firmly ensures the life size portrait; ‘Tare 
je karvu hoy te kar. Tu to kagal par dorayeli bechar nirjiv rekha j chho. Maro prem 
halko nathi te tu mishehhin janashe.’ (You may do whatever you like; you are 
merely two three lifeless lines drawn on paper, rest assured that my love is not 
worthless.) (RP 126) 
 
With this firm dialogue is perhaps the end of the novel determined. 
Though she gets convinced with Amla's views on marriage, it is a union of souls, 
a union of hearts, and Sunanda’s marriage with Jagmohan was a compromise. 
That which binds is not love that which liberates is love. And she accepts Amla's 
proposal to get married with Sridhar with heartfelt gratitude. Amla instills in her a 
hope for a life for herself and not for bearing the burden of others. But fate has 
something also in store for her, Tara becomes totally neurotic and she takes the 
responsibility of her and her daughter. Vinay informs her that Sridhar has left 
suddenly for America. Her wish for him and his love remain unfulfilled even after 
  
the conflict in her is resolved.The atmosphere of the novel throughout remains 
spiritual thereby not allowing its protagonist to take a bold step, rejecting 
widowhood and remarrying a person whom she loved. The moment she takes 
the decision towards the fulfillment of her dreams the novelist changes her 
course of life. Sunanda feebly accepts it.That moment had arrived when she 
could start living for herself but social forces divert her track. 
 
Literature as well as life reveals deep recesses of human mind that are 
beyond conscious understanding. Karen Horney, one of the leading spokesmen 
of 'Third Force Psychology’ also makes frequent references to literary characters 
and observes that great writers have grasped psychological phenomenon 
intuitively and "have presented it in impressive forms than a psychiatrist can hope 
to do”. (Horney, 1965: 198) 
 
Third Force Psychology is not a new branch of psychology. It comprises of 
a group of Neo-Freudians, Neo-Jungians, Gestalt therapists, Existential and 
Humanistic psychologists. What they have in common is their belief that man is 
not a conditioned animal, but he has in him a third force which is "evolutionary 
constructive." Every human being has an intrinsic nature. It is neither wholly 
good, nor wholly bad, is rather natural and weak. It can be pressurized by habit, 
cultural and social forces, but it cannot dominate altogether. It remains with man 
forever and struggles for self-actualization. If this "inner nature" is suppressed 
one gets sick, if it is encouraged, it leads to a healthy personality. Thus, Third 
Force psychologists give us clues to self-actualization and self-alienation. 
 
Desai and Adalja's characters can be analyzed best by using these 
concepts of psycho-analysis. To use their terms 'basic anxiety’ (Horney) and 
'basic needs' (Maslow) drive the characters towards certain psychological 
complexities. Horney describes basic anxiety as "the feeling of being isolated and 
helpless in a world conceived as potentially hostile" (Horney: 18) Maslow 
emphasizes in his theory of 'basic needs”, man's fundamental desire to 'belong’. 
  
Anxiety feelings are developed when one does not get favorable conditions to 
grow according to his individual needs. All human beings have psychological 
survival needs which include need for safety, for love, for belonging, for self-
esteem and finally for self-actualization. In this way, anxiety and need are closely 
associated. And these two are further associated with the individual's birth, family 
and outside socio-cultural conditions. 
 
Maya's neurosis is due to her father's over-indulgence in her childhood. 
Sita's hyper-sensitivity (borderline neurosis) is due to the feelings of insecurity 
and father's partial attention. Nanda's eccentric isolation is the result of not being 
loved, Leena's contempt for her sister is the result of parent's partiality for her, 
Sunanda's healthy growth is the result of her uncle's faith in basic good values of 
life which she has imbibed and Lata's schizophrenic state is the direct outcome of 
not just unfavorable and hostile conditions but loveless, insecure, cruel and 
ghastly childhood life. Varsha Adalja’s Lata is one such character who defies all 
the definitions and explanations of psycho-analysis. Lata, in the state of 
schizophrenic disorder has killed her husband whom she loved very much and 
also a cat that she liked very much. The earlier incident took place when Lata 
was living with her husband in her own house and the latter took place at in the 
hospital where she was admitted for treatment. Dr. Bhalsani the psychiatrist was 
examining her case. And under his treatment and guidance she was looked after 
in the nursing home of Dr. Desai. 
 
The night when the doctor decided not to give her sedative her mind was 
reactivated. She dreamt of someone searing her palm. She rushed out in that fit 
to hit the one who had caused this burning scar. In the schizophrenic state she 
killed the cat with a sickle in the garden. The doctors were unable to explain her 
action. Dr. Bhalsani and doctor Desai had read her case file again and again but 
could not trace a single clue that would help them understand her state of 
disorder. They knew that schizophrenic and especially catatonic schizophrenics 
were dangerous to themselves and others but Lata killed the one whom she 
  
loved and valued more than her own life. The traits of catatonic schizophrenia 
had started developing in her after the unnatural death of her sister Nina and her 
mother. Nina's in-laws had burnt her and her mother was pushed off the balcony 
wall by her father though unintentionally. Lata herself could not believe that she 
had killed the cat. Lata says: 
 
Na doctor! khuni nathi ... A biladi mane kevi vahali hati! 
Hu ... mane kadhi na muksho doctor, tamare page padee 
chhu 
(No doctor! I am not a killer .... How dear was this cat to 
me! I ... please don't send me away, I beg of you.) (MG 
13) 
 
Dr. Desai, looking at the blood dripping head of the cat thought: 
 
Manas jene dhikkare leni hatya kare e samaji shakay, 
pan je ene atyant priya hoy tene krur rite khatam kare e 
ketlu asambhav hatu! chhata Latae babbe priyajanni 
hatya kari hati, ena patini ane a nanakada nirdosh pranini 
evu sha mate? 
(Man may kill one whom he hates, that was 
understandable, but one who is extremely dear to him, is 
destroyed by him was quite impossible! And yet Lata had 
killed two of her very dear ones, her husband and the 
little innocent animal why so?) (MG 14) 
 
The doctors were confused as to how did she leave her bed, go to the 
garden in the half asleep position, kill the cat in the excited schizophrenic state. 
The psychiatrist said that she was “in the twilight zone” (MG 17) which meant that 
her life lived was intact in her unconscious mind. When the haziness around it 
  
would be removed, she was likely to remember her past. Such a thing might 
have occurred when she killed the cat. 
 
Her pitiable condition on realizing what cruelty she had done invites full 
sympathy of the readers. Her plea to the doctor not to send her away speaks of 
her feelings of insecurity. Even earlier while she had not so severe attacks, she 
used to ask her husband if he would ever leave her. The fear of being lonely and 
left out disturbed her since the deaths of her dear ones. The trauma of their 
death had left such a scar in her subconscious that it got hold of her the moment 
it was dark, or lonely or there was something that (such as flowerpot and 
appearance of her father) disturbed her mental equilibrium. She would then loose 
all her balance of mind. The reappearance of her father in her life after almost 
two years of her happy married life with Anand causes the mental upheaval. She 
fears that his dark shadow will bring disaster in her life. The anxiety turns out to 
be true for she ruins her own life. With her father is associated the long sorrowful 
life of the three women who silently suffered the atrocities of a devil-incarnate. 
The child mind is full of such horrifying incidents that as an adult she does not 
cope up with the arrival of her father in her life. She could not tolerate the 
physical and mental torture that this man gave to them. Her child mind had 
decided to avenge each big and small pain inflicted on her. The day she was 
charred on the palm she vowed that ”he'll have to pay for this”. (MG 45) What is 
stored in her subconscious as bitter feelings during her childhood and 
adolescence overrides her healthy mind later. The insecure loveless and 
miserable life in the father’s house due to his cruel nature and the habit of 
gambling, condition her mental stability. Her mother's conversation with the 
neighbor discloses that 'she is an unwanted child. Her father had not wished to 
see her face even on her birth'. (MG 47) This had shattered her being from 
within. As though this much was not enough, she was continuously haunted by 
phantasmagoria. She told Anand also that she visualizes the spirits of her sister 
and mother moving around in the house, she heard the jingling sound of Nina's 
bangles, she smelt the stink of burning flesh; saw the blood dripping from their 
  
bodies. The trauma is so deeply carved in her that even Anand's love, care and 
comfort fail to give her relief. She would strongly and surprisingly react to 
Anand's consolation to gradually forget their deaths and come out of the 
traumatic effect by saying: “ketlak gha kyrarey ruzatha nathi". (Some wounds are 
such that they never heal.)(MG 128) 
 
Meeting Mangaldas on the day of the inauguration of their shop ignites the 
fear which was forcefully suppressed. Horney remarks: 
 
Children, whose parents do not give them genuine love, 
lose the sense of belonging, the 'we' feeling and develop 
profound insecurity and vague apprehensiveness 
(Horney, 1965: 18) 
 
Long suppressed feeling of rebellion, revenge and guilt (for living happy 
life in spite of the death of sister and mother) suddenly ceased her and she 
became a catatonic schizophrenia patient. Yet the psychiatrist's mystery remains 
unsolved as to why she killed her loved ones. Her inner self comes to the 
forefront and destroys all that her sister and mother had not received. Her wish 
that her father should become like her friend's father is fulfilled in the end. 
Mangaldas repents and sorrowfully witnesses the daughter in an everlasting 
sleep, a state between life and lifelessness. Her vague apprehension of her 
house being demolished by her father is actualized in the end. 
 
“Duty to one's own self” at long last is actualized, though quite late in life of 
Vasant the protagonist of Shag Re Sankorun. Vasant's self actualization occurs 
when she is over forty and her two daughters have grown young. After the 
mishap in Meghna's married life (her husband turns out to be sexually impotent) 
with the daughters support and wish she declares to Krishnakant that they should 
live separately. The conflict in her life was to be able to decide to leave her 
husband and walk out of marriage. In her youth she does not do so with the 
  
hesitation that 'would the daughters accept such a decision of hers?' She was 
more worried about their lives and now they were mature enough to see and 
understand what their mother had suffered silently for them. This period of her 
silent suffering covers twenty long years of Vasant's life. Her husband was quite 
loving and passionate to her till the birth of their elder daughter Meghna. But then 
onwards he slowly and steadily moved away from her life. He had promised his 
mother to follow the worship tradition of their family's vaishnav religion. And 
further under the pseudo-spirituality of the Goswamiji he vows to practice 
celibacy. For that reason Ami who was conceived in the passionate moment of 
Vasant's sexual urge is labeled the result of her lust. Both Ami and Vasant suffer 
this abuse as a never to extinct fire within them. Ami realizes when she is twenty 
years old studying in college, but till then the thought tormented her alone. Not 
only husband's insult had she tolerated, but also Meghna's who blamed her for 
Ami's indifference and uninterest in religious activities. However hard she tried, 
she could not stop Ami from expressing her views which were based on clear 
broad outlook towards life. Ami had learnt to reason and derive logical 
conclusions. Vasant saw her second self in Ami. In Vasant's words:”E chhe 
potano ja pind. Meghna chhe patini chhaya” (She is the lump her own being. 
Meghna is her husband's image.) (MG 9) 
 
She thought it was good that images of the thoughts going in the mind are 
not visible or else many relationships would  break there and then Vasant's basic 
need to be loved and to belong remain unfulfilled and she draws around a veil 
which her husband never cares or tries to break. After the birth of Ami she 
declares that only for the sake of daughters she does not leave him but otherwise 
they are not united couple but two separate human beings living under the same 
roof. They were not one physically as well as mentally. Vasant which means 
spring, the season of reawakening of nature in its full bloom, did not come in her 
life. By not leaving him earlier and by making him leave the house after the 
daughters become young, Vasant exhibits greater courage and attracts the 
reader's respect. For twenty long years she pulls along a dry, loveless boring life 
  
in the prison like house. Her role, duties and responsibilities were taken for 
granted and yet she did not quarrel or complaint for it to anyone. As though her 
life was meant merely to see to the needs and comforts of the family, guests, 
visitors, and never give them a chance to complaint. She felt that she too like her 
husband had learnt the art of acting in the presence of others. Show was of 
prime importance is here husband's life. She found him to be as adamant as a 
stoned wall and she was too weak to be able to move a small pebble from it. Her 
silent endurance and devoted service to the family did not affect him in the least. 
Vasant was a healthy combination of reason and passion for life. She wished to 
drink like to its fullest. She wanted to have the experience of aesthetic, 
intellectual as well as conjugal pleasure. But she was deprived of all this since 
her husband was falsely drawn towards religiosity. The novelist has drawn stark 
contrast between Vasant and Krishnakant. Vasant represented religion of 
humanism the other conservative, narrow, religiosity. Vasant and Ami had 
developed independent reasoning capacities while Krishnakant and Meghna had 
leant to speak the words of others. He was so orthodox to believe also in 'tantric 
vidya' (black magic). He was an idiot to believe that his was the right path 
towards salvation. He is almost a dictator when he rudely questions Vasant's 
going out to watch a film. It seemed as though she had no right to do anything of 
her interest even occasionally. Film watching, would make them immoral and 
astray from pious living and spiritual attainment. Vasant sometimes felt how she 
could live with such a snob for all these years. He disliked the way Ami argued 
with him and also with Guruji. Ami tells him on his face that; “freedom to right and 
reason one gets from birth itself” (SS 25) and “if child is the result of sin then 
whose sin whether father's or daughter's.” (SS 43) It was the challenge that 
Vasant had accepted by walking away from conjugal relationship, but she could 
not bear such an insult to her existence. When Ami had grown up to examine the 
parent's behavior, she tells her that;“jo patipatni no sambandh aprath hoy to eni 
saja bannene malvi joyie ne.” (If relation between husband and wife were crime 
then both should get its punishment.) (MG 41) 
 
  
It is Ami, her second self, who draws her out from the four walls of the 
house to see and enjoy what Mumbai had become in the 21st century. She 
enjoys the exhibitions, shopping malls, restaurants etc. with a great surprise. 
Over the years she was totally delinked from the world outside. She felt 
extremely happy to find out that there was at least someone to take care of her, 
to love her to think of her lonely life and consider her interest. The secret of her 
lonely life was kept hidden in her safely for twenty years but it had now come out 
as a bomb blast. Ami had sensed the dry unnatural loveless life of her parents 
quite early but the reason for it was now made clear. Such experience makes her 
examine the institution of marriage, system of religion, child birth, role of destiny 
in human beings’ existence, functionaries of economics etc. She saw that her 
parents slept in different bedrooms and even their behavior did not reveal any 
intimacy of a married couple. She understood “their marriage is mere contract”. 
(SS 62) 
 
Meghna the elder daughter is also able to understand her mother's 
pathetic situation but only after undergoing the insult and betrayal of her husband 
and in-laws. She passes two- three months of marriage without conjugal love, 
since her husband was an effeminate. Only then she could understand how 
difficult life must have been for her mother without sexual love and emotional 
support of her father. Till then even she was quite partial in her affection and 
attentions towards her mother.They were not present even while Vasant was 
hospitalized for an emergency operation of uterus. Meghna as a young woman 
after experiencing the pathos herself reviews her mother and regards her as a 
brave woman. The two daughters appreciate their mother’s patience and 
tolerance to have lived quietly with a man who wasted her whole youth and with 
their support, Vasant not only resolves the conflict of living with him or leaving 
him but also prepares two of her daughters to represent the class of 'New 
women'. 
 
  
Ami makes her mother realize that she can begin living in her own way 
even at that age of hers. She says; “Life begins at forty. You have not yet 
completed fifty and you talk of age. Go out a little and have a look, mom!” (SS 
85) It was also again Ami who was beside her taking care of her, while she 
suffered from heavy depression after the operation. She was warmly welcomed 
in her house with decoration and cake on her return from the hospital to ensure 
that she was loved very much and there was someone to whom she belonged. 
The thing that pinched Vasant was: 
 
Mrutyu sathe momelap karine e pachi fari toy sansar to 
purvarat rahyo patinu jivan je dishama vehtu hatu tem 
vehtu rahyu. Na pravah pakho thayo ke na paltayo. To to 
e jivanni katali sarhad valoti pele par chali gaye hot to 
pan emnu jivan amaj jivatu rahyu hot!  
(Life continued as it was, when though she had returned 
from the door of death. The direction of her husband's life 
had not changed. Neither the flow neither changed nor 
was it lessened. In that case his life would have 
continued in the same manner even if she had crossed 
the thorny boarder of life and gone to the other side of it.) 
(SS 153) 
 
The novelist makes a gentle satire on pseudo spirituality and orthodoxy of 
conservative narrow minded religion. Krishnakant was all the time worried of 
good living that would buy him salvation but within his family he failed to prove a 
good husband and father. Even at the time of separation he is more worried 
about what will others think. His reputation will certainly suffer a heavy blow. 
Krishnakant's religion was the politics of money and muscle power and nothing 
else. Till the end he remains as stubborn as he was in the beginning of the novel. 
Vasant's grief could not move him, nor could Meghna's tears melt his hypocrisy 
and obsession of fame, social status, reputation amongst the sophisticated and 
  
the so-called spiritual people. And perhaps with the comment of Ami for her 
father, the novelist seems to have said everything for highly ego centric man like 
Krishnakant who had supported corrupt people in the board of trustees of * 
Vrindavan Sankul, the religious institution;  
 
Ekvar tame mane vasananu fal kahi hatu ne papa! O.k. 
Bichara falno sho vak ? e to eni mele ja uge pan sorry to 
say. Tame parasite chho parasite etle jano chho ne! 
Parasite etle bija par nabhatu, jivatu jivadu Tame gurujini 
kirtine lobhe, swargni lalache emna par nabhine jivo 
chho. Jo tamaro athar khasi jashe to tame shena athare 
jivasho?  
(Father, once you had called me the fruit of lust. o.k. No 
fault of the poor fruit. It grows on its own. But sorry to say 
you are a parasite. Do you know what parasite is? 
Parasite means a worm living on the support of others. 
For the desire of fame and greed for heaven, you live on 
Guruji's support. If your support is displaced then on what 
support will you live?) (SS 237-238) 
 
The most striking thing of Vasant's character is her ‘inner strength' to 
sustain harmoniously in the hostile circumstances for twenty long years of her 
youth. Her need to be loved by her husband remains unacquired and yet she 
does not turn neurotic like Maya, the reason is her experience of being loved 
immensely by her father in her childhood. She has pleasant memories of her 
childhood though her step mother was not able to accept her whole heartedly. It 
is her father's love that enables her to endure all the insult of her womanhood for 
the sake of her two darling daughters. She emerges as a whole human being 
because she had full faith in her belief of liberal and humanitarian approach 
towards life. 
 
  
Characters of Anita Desai and Varsha Adalja speak of the respective 
novelist’s stance towards life. Most of their novels give an extensive analysis of 
the psychological realism in the context of which their characters are portrayed. 
The above discussion of the eight protagonists’ inner conflict reveals the 
respective novelist’s point of view. Sometimes character other than the 
protagonist expresses the novelist’s point of view. For example, Anita Desai’s 
point of view presented through the voice of Maya. Sometimes it is   intercepted 
by Gautam’s ideal of detachment. But finally that ideal is being challenged when 
Maya kills Gautam. This act contains an indirect comment on their different 
values of life. In Where Shall We Go this Summer, we find Sita’s attitude 
oscillating between escape and acceptance. She understands that not only 
saying ‘no’ but also accepting to pull along demands courage. The difference lies 
in the kind of courage. Her position is like catch-22, being able to say no and the 
realization that nothing needs to be said. But the novelist seems to be providing a 
temporary resolution by making Sita come out of her fanciful living and joining 
Raman to accept a sensible practical living. Nanda Kaul, the central figure in the 
Fire on the Mountain stands for rejection but through self-deception. The novelist 
seems to be of Raka’s approach towards life. Raka’s had accomplished 
seclusion in a natural, instinctive manner. Nanda Kaul suppresses the fire within 
her for the whole life, whereas Raka gives a vent to it by setting the forest on fire. 
The novelist’s point of view is being reflected in Bim’s conceptualization of her all 
encompassing love for her siblings which had no room for grievances and 
regrets. Leena the protagonist of Mare pan Ek Ghar Hoy is a parallel to Bim. But 
Adalja has failed to give Leena the three-dimension richness given to Bim by 
Anita Desai. Nevertheless Leena’s emotions are authentically expressed. The 
inner conflict of Leena, between her love and hatred for Surekha has not been 
appropriately resolved. Only a hint is given that she forgets her sorrow with the 
birth of Apurva. Her psychological stance as to whether she wholeheartedly 
forgave Surekha and had now no regrets for life is not presented. May be if the 
novel were spread on a vaster plain, then the protagonist could be more widely 
and deeply portrayed. Varsha Adalja’s point of view is exhibited through 
  
Sunanda’s readiness to marry Sridhar and not accept to live a life of widow of 
Jagmohandas whose wife had mentally and emotionally never been. But like the 
entangling circumstances of Sunanda, the novelists too seems to be caught in 
the traditional values of Indian society  and culture, for it is difficult to trace the 
effect of western feminism in the early 1970s when this novel happens to be 
written. Psychological reality is the reality from which there is no escape, such 
clear view is pointed out by the novelist through Lata, the unparalleled character 
in Gujarati fiction. For her inner strength and conviction Lata shall remain an 
unforgettable character in the gallery of Adalja’s women characters. One more 
spirited and dashing character we meet in the person of Vasant, the central 
character of Adalja’s Shag Re Sankorun. She triumphs over her sexual desire by 
remaining a harmonious whole self. Control of her instincts does not fragment 
her being nor does she lose balance of mind which in such a case was quite 
plausible. She does not allow any further displacement and fully asserts her 
identity as well as owns her space. To emphasize this newly acquired vision the 
novelist prepares the next generation of new women, Ami and Meghna.Vasant 
on this point is near to Bim, who prepares her students for the next generation.  
 
Both the novelists have made use of “internal as well as external view” in 
delineating their characters. (Fowler: 89)  The shift from external to internal and 
vice versa, is quite explicit in Varsha Adalja, whereas in Anita Desai it is implicit. 
Language employed by Desai and Adalja is congruous to the characters’ state of 
mind. Except for Desai’s Cry, the Peacock, all the remaining seven novels have 
omniscient narrator. And still, the characters emerge not as puppets but as 
impressive individuals in whose lives the readers are readily involved and 
interested. Sometimes these novelists have created a set of minor characters to 
be used as search lights for the central characters’ attitudes and thereby the 
novelist’ point of view.  In Cry, the Peacock, we have, Maya’s father, Gautam and 
his mother, in Where Shall We Go this Summer, Meneka, Raman and Sita’s 
father the Second Gandhi who throughout the novel invites sarcastic tone of the 
novelist. In Fire On the Mountain, Nanda’s friend Ila Das and her great grand 
  
daughter Raka are used to clarify Nanda’s perspective of life. Tara, Raja, Baba 
and Bim’s neighbours Jaya and Sarla are depicted so as to help Bim probe into 
her psyche with greater intensity and better result. Surekha and Ramila in Mare 
Pan Ek Ghar Hoy, Tara, Amla and Sridhar in Retpankhi, Anand, Mangaldas, 
Nina and Kunjbala in Matinu Ghar and Krishakant, Meghna, Ami, Ami’s friend 
Chaula and her parents, are minor but with pivotal roles in the narrative. To sum 
up it could be said that with Desai, it is the thought that helps the reader 
understand the character whereas with Adalja it is the thought and action that 
help the reader understand the particular character. In Desai, psychological 
realism pervades the narrative though not devoid of social realism and cultural 
context. In Adalja’s narrative there is a fusion of all the three. 
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CHAPTER V 
 
CRAFTSMANSHIP 
 
Title of any literary or non literary work amounts greatly to its success and 
significance. The writer works hard over this particular part of creativity. Titles are 
generally given after the names of protagonists, themes or recurrent motifs of the 
works. More modern and fashionable trend is to select a phrase or a line from 
works of great writers and titles may also refer to some historical or political event 
and evoke a feel of that particular point of time. 
 
In this part of the chapter, the intention is to show that Anita Desai and 
Varsha Adalja have shown similar feminine sensibility and care in titling their 
novels. The titles of the novels by Anita Desai and Varsha Adalja mainly highlight 
the central theme of their novels. The postmodern stylistic devices are clearly 
visible in the attractive titles by both the novelists. For example, Cry, the Peacock 
suggests the image of the peacock that Anita Desai has recurrently used to 
indicate the life, love, death reality of all human beings. Where shall we go (if this 
summer is eliminated) suggests a wider application of each and every modern 
man's existential quest to know where shall we go, no matter in this world or the 
other. The title is an implication of the theme of “voyage out" and “voyage in”. 
The interrogative mood suggested in the title pervades through out the novel, 
making it an exemplary work of existential writing. Fire on the Mountain, the title 
is perhaps an inadvertent transliteration of the first half of the Gujarati line sang 
by children while playing a regional game. The refrain in the song refers to 
altogether different cultural context but is made symbolic of the life game played 
by Nanda Kaul and Raka, the two central characters of the novel. Mountain and 
planes the two geographical places are used as effective symbols to suggest the 
various events in the life of Nanda Kaul.It also refers to the title of William 
Golding’s one of the chapters in the Lord of Flies. 
  
In this regional game, one person sings this line; dungar upar ag lagi, 
dodo re bhai, dodo (There is fire on the Mountain run away, run away,) others 
surrounding her / him keep on running when the person stops singing they all 
have to stand like statues. Then the person singing tries to make them laugh or 
move in one or the other way. The person who can sustain in this statuesque 
position wins the game. This children's play has philosophical undertone of 
stoicism and tolerance in actual world. One who shows these two qualities in 
great amount wins in real life too. Nanda Kaul assumed the role of a recluse 
shunning away from all relations and emotions to reach that stocism but hers is a 
deceptive stoicism which she confesses with the death of Ila Das, her friend. She 
loses the game that she was playing alone with herself. The title also speaks of 
the artist’s vision of life and perception of reality. Desai’s Clear Light of Day 
indicates the day of our nation’s independence and it also clears away the 
misunderstanding between the two sisters as well as their own selves. 
 
Adalja's two novels Mare Pan Ek Ghar Hoy and Matinu Ghar, take in the 
word 'Ghar', (home). Home in postmodernist parameters is not only a place 
where one dwells, but also a space which has created debates and discussions 
around the globe, right from the time of Ibsen's A Doll's House. 'Home' means a 
place which provides protection, security and cosy comfort and it would also 
mean the place which leads to crisis of conscience and values amongst the 
dwellers. The struggle and trouble in life may end there as well as begin from 
there. The two novels mentioned above have these connotations too. A woman's 
eternal desire is to have a home Mare Pan Ek Ghar Hoy, the downy nest and yet 
in the present times it is too difficuldt for her to keep it intact from the internal as 
well the external disturbances.The title Mare pan ek Ghar Hoy indicates the 
subjunctive mood that pervades throughout the novel. It is not viable but 
breakable like Matinughar. At times this dream - like desire of hers perishes with 
her own hands, as it happens in Matinu Ghar and Cry, the peacock.  Retpankhi 
uses the image of the bird of sandy area. Existence and survival on this earth is 
almost like living in a desert, full of scarcity and hardships. The image is taken 
  
from the poem named Retpankhi by Nalin Raval (b.1933). The nature of the bird 
is used in the novel with a certain twist. The story of the protagonist Sunanda 
begins as an orphan child being brought up by her paternal uncle and aunt and 
ends with Sunanda mothering Seema, the almost orphan daughter of Tara, 
Sunanda's neurotic cousin. The cyclic nature of the structure of the novel 
Retpankhi coincides with the cycli movement of the bird. 
 
Shag Re Sankorun is a line taken from a verse by Ramesh Parekh (1940-
2006) a prominent Gujarati poet. The meaning of the title is adjusting the wick of 
a lamp to safeguard it from getting extinct. Lamp is a symbol of light and life-
spirit. It hints at the protagonists persistent efforts to preserve the light of 
personal and family life from getting perished. Shag Re Sankorun by Ramesh 
Parekh is a rich metaphorical poem. It symbolizes the man’s efforts to keep intact 
the life spirit just like the wick of a lamp. The Lamp keeps on spreading light till 
the wick is proper, the moment it goes down, the lamp stops giving light. The title 
of the novel by Varsha Adalja is symbolic of Vasant’s, triumphant struggle 
against all odds. She suffers at the hands of her husband but remains victorious 
in making her daughters understand the fake and corrupt religious notions in 
which their father believed. She brings them up to develop a clear individualistic 
and reason based conception of life and religion. Intimate relationship serves as 
strong stimulant for the on going life process. This motif of the poem is effectively 
used by Varsha Adalja in the context of mother daughter relationship between 
Vasant and her two daughters Meghna and Ami. 
 
It can thus be concluded that in selection of apparopriate and attractive 
titles for their novels, Desai and Adalja have shown much care and great efforts. 
Both the novelists have exhibited their attitude towards life and the insight into it. 
Stylistic devices like use of comma, and implied question is used by Anita Desai. 
Varsha Adalja uses subjunctive mood in her novel Mare Pan ek Ghar Hoy. Their 
titles are equally catchy. The comparative study of the teasing and interesting 
titles by these novelists clearly show their feminine response to a woman's 
  
struggle in the world of man. It is further remarkable to note that both of them 
have (peacock, Ostrich) shown interset in using bird images, landscape (private 
and public) and lines from some verses or texts for their title. In short their title 
selection is based on similar intellectual and emotional approach which moves 
vividly from 'home' the social space, to desert, mountain, planes, ocean, the 
geographical space, to lamp and fire the image signifying the spiritual and 
philosophical space. In brief it can be said that, titles of these novels serve two 
distinct purposes. Firstly, it initiates the readers for what is to follow in the course 
of the novel and secondly, it hints at the mood and motif of the novel which is 
scattered through out the work. The titles are rich in symbolic significance, 
metaphorical meaning, and philosophical potentiality.  
. 
‘Once upon a time….’ the oldest and the most common way to begin 
telling a story, undoubtedly points out the inevitable importance of Time element 
in any narrative; either shorter or longer, verse or prose. Even Modern man has 
not been able to free himself from the strangling effects of time. Infact it is Time 
which has proved to be more choking and hazardous to him than anything else. 
And that is why we have ever more number of linguists, philosophers, physicists, 
theologians, scholars, critics, writers, and artists, discoursing and expressing 
their views on it. (Time). As, in life so in literature, Time asserts itself in one way 
or other.  
 
 Novel is that form of literature which shows the shape of life in relation to 
the perspectives of time. Northrop Frye has noted the “alliance of time and the 
modern man” as the defining characteristic of the novel as distinct from other 
genres of literature. Also E. M. Forster sees the portrayal of “life by time” as the 
special role which the novel has added to literature’s more ancient preoccupation 
with portraying “life by values”. Human beings relation to Time could be either 
temporal or eternal. And again common parlance, Time could be understood in 
the three dimensions of the past, the present and the future. 
  
  
Many major novelists of the period like Proust, Woolf, Joyce and Dorothy 
Richardson have used the concept of time as enunciated by philosophers to suit 
their individual purpose. But it is not a simple case of developments in philosophy 
influencing those in literature. It would be fruitful to look at the whole thing in 
terms of Goldmann’s “homologous relationship” between the current ideas and 
their expression in literature. Therefore a brief glance at the philosophic theories 
of time would be worthwhile to discuss in brief. 
 
 Bergson makes a distinction between “clock” time and “psychological” 
time. Clock time neither “flows” nor “acts” but exists passively like a line drawn on 
a surface. Its duration is arbitrarily measured in terms of standard units like 
seconds, hours, days etc. Thus it happens to be something objective in contrast 
to “psychological” time which is essentially subjective. Bergson feels that, real 
experience does not correspond to the mathematical precision of clock-time. It 
can be grasped only in terms of “a flowing irreversible succession of states that… 
melt into each other to form an indivisible process. This process is not 
homogenous but heterogeneous. It is not abstract but concrete. In short, it is 
“pure time” or “real duration” (durée réelle) (Edwards: 288) 
 
Nicholas Berdyaev’s concept of existential time is akin to the Bergsonian 
duree. Berdyaev makes use of three basic categories–cosmic, historical and 
existential to describe time-history in literature. While ‘cosmic time’ refers to the 
endless recurrence of things, circularity of natural and human processes, 
‘historical time’ refers to the linear course of nations, civilizations and tribes. 
‘Existential time’ presupposes the individual’s ability to free himself from both 
cyclic and historical time. It is an extreme form of individualism. 
 
Whatever way time is labeled, as ‘Chronos’ or ‘Kairos’, its paramount 
importance to the novelist and his art is undeniable. The genre is completely 
committed to time in its conception and practice. In literature, time shapes can be 
classified according to their varying relationships to the structure of the work. 
  
Higdon enunciates a theory of four time shapes. He points out that each of these 
shapes can be present in the novel though one of them is often predominant. He 
talks of ‘process time’ as something distinct from a simple chronological order. It 
implies that time, as it unfolds, leads to certain developments in a causal 
sequence, culminating in a particular result. What is stressed here is that events 
unfold in a causal order and one thing leads to another. ‘Retrospective time’ can 
be summed up in Kierkegaard’s maxim ‘Life can only be lived forward and 
understood backward’. (Higdon: 6) Higdon’s concept of barrier time can best be 
exemplified through sub-literary forms like fairy tales and TV scripts which 
prescribe a time limit within which a certain task has to be accomplished. The 
movement is not continuous but constitutes a series of jerks and starts. 
Polytemporal time has the clock-hands running berserk. The author deliberately 
shuffles time in such a way that a reader often loses track of all time references. 
There is a dialectical relationship between clock time and “psychological” time 
with no before and after connections. The narrative moves at various levels, for 
example, In Cry, the Peacock, Maya constantly delves into the past nightmarish 
encounter with the albino and breathlessly waits for the evil prophecy to fulfill 
itself. In Matinu Ghar, Lata continuously visualizes the phantasams of her mother 
and sister. It is the polytemporal time-shape that is predominant in the works of 
Desai and Adalja, as the study will reveal. 
  
 Time and memory are interlinked concepts. Augustine thinks that the past 
can be defined only in terms of memories in the polytemporal time-scheme, there 
is constant shift form past to present to future. The past is defined in terms of 
human memories and the future in terms of human aspirations. There is an 
underlying strain of longing for the past, of nostalgia, which surfaces as the 
shaping spirit of the novels of both Anita Desai and Varsha Adalja. In the works 
of Desai and Adalja, the present is being continuously invaded and interrupted by 
the past.  
  
  
 The early twentieth century novelists, while not denying the importance of 
the external, concentrate on the internal and upon the nature of reality as 
perceived by various psyches. Values become extra - temporal and clock-time is 
subjugated to the inner experience of time which becomes extremely elastic. One 
day of clock time can be stretched to seem a hundred years while a whole day 
can seem to have passed in seconds. Thus real or psychological time may pass 
quickly or slowly, depending on the emotional states of the character such as 
excitement and boredom. To quote Louis Gillet, ‘whatever is most valuable in 
modern literature is a meditation on the nature of time, on the mystery of memory 
and personality’. (Gillet in Guiguet: 382)  
  
To Desai, the business of the novelist is the exploration of the human 
personality so as to attain a vision of life’s meaning. Her characters live, think 
and unfold in time and hence her preoccupation with the problems relating to it 
Desai claims:  
 
A writer does not create a novel by observing a given set 
of theories–he follows flashes of individual vision, and 
depends on a kind of instinct that tells him what to follow 
and what to avoid; how to veer away from what would be 
destructive to his vision. (Atma Ram: 100)   
 
 Now therefore, the resume of the use of time and memory in her novels is 
essential to help us grasp the ‘vision’ that underlies her creative work. Cry, the 
Peacock is divided into three parts which can be literally described as the 
beginning, the middle and the end. Part II lays bare the protagonist’s mind. 
Maya’s journey down the corridor of years is not golden and idyllic for in the 
shadows lurks the image of the frightful albino jeopardizing the chances of future 
happiness. Maya is a helpless prisoner in the irresistible clutches of the tyrant, 
time. 
   
  
 Desai’s novels follow the trend of complete break from conventional 
narrative techniques. The novels carry all the stylistic devices like, stream of 
consciousness, interior monologue, a poetic style, suppression of plot, 
suppression of objective character descriptions and camera-eye technique. Anita 
Desai’s the first novel Cry, the Peacock, is a sensitive study of Man’s 
predicament in a hostile universe. It is remarkable for its style, its interiorl 
monologues, and above all for its vivid and colorful creation of the Indian 
landscape, nor for its own sake but as on “objective correlative” to the state of 
mind of the characters. 
 
 The novels of both Desai and Adalja reveal their pre-occupation with time. 
It informs both the thematic and the formal aspects of their novels. In Cry, the 
Peacock, we encounter, to use Higdon’s phrase, the polytemporal time shape. 
Unlike the traditional horizantal movement, the narrative in this novel moves up 
and down through layers of time. Though the main time- scheme of the novel is 
polytemporal in Cry, the Peacock, we can discern the “barrier” time-shape as 
well. The albino predicts ‘death-an early one- by unnatural causes’ (CP 30) four 
years after Maya’s marriage and as time passes; the gruesome prediction comes 
to fulfill itself within the prescribed time limit. The calendar time of the novel is the 
spring to summer. The novel opens in a haze of April heat and ends soon after 
the summer “loo” stormily sweeps away Maya’s last tenuous link with sanity. 
Unlike Chaucer’s benevolent April, Desai’s April is closer to Eliot’s cruel effects of 
the month. The novel is divided into three parts; the first part seems as the 
prologue and the third part as an epilogue both sections are being balanced by 
death. These two parts are entirely taken over by the omniscient narrator while 
the second part is given to Maya. The novelist deals with the ordinary 
experiences of Maya. What she presents are moments in the life of Maya, 
chained to each other by memories. Thus, through a skilful use of time and 
memory the theme of this novel is developed and given a pattern. The theme of 
an individual’s isolation is stressed by showing the arid present in contrast with 
the idyllic past. The present is saturated with and inseparable from the past. 
  
Maya’s fruitless marriage to Gautama with its lack of emotional attachment 
stands in sharp contrast to her affection-filled childhood. 
 
 The lack of understanding and communication between individuals is 
echoed in Maya’s words”There was not one of my friends who could act as an 
anchor any more, and to whomsoever I turned for resources, betrayed me now”. 
(CP 64) Neither father, nor husband nor friends can remove this terrible feeling of 
desolation. Maya had felt that marriage would be a continuation of her rosy 
childhood with Gautama playing the indulgent father-role. But the past hopes and 
present achievements are sadly ‘out of joint’. The passage of time also signals 
the final end of man. Death is never far from Maya. In the fourth year of marriage, 
she cannot rid herself of the albino nightmare. Maya is nostalgic for the cheerful 
days when her childhood cencerns were centred on her parties, racquet games 
and a doting father. But the moment she remembers her encounter with the 
albino, her present is over shadowed with gloom and foreboding. 
  
 The time-dominated individual is set in contrast to the timelessness of the 
universe. The idea that men may come and men may go but the human race 
goes on forever is symbolized by the ‘loo’ which is described thus: 
  
 Such storms had blown since the time when the earth 
was desert and no living thing, no creeping, crawling 
beasts, plants or cells stirred upon that great plain. Such 
storms would sweep the earth erase and the last traces 
of these huge masses of creeping, crawling, toiling, 
struggling cell-conglomerations that now wracked the 
earth when the time came for annihilation. (CP 187) 
 
Even Gautam explains to Maya:  
 
  
This life you speak of, this little flash-in-the pan, how 
insignificant and trivial it appears compared with the 
immortal cycle to which all humanity is bound….(CP 122) 
 
 Desai seems to be referring to ‘the endless recurrence of things, night 
following day, season following season, the cycle of birth, growth and decay; in 
short the circular character of human and natural experience’. (Raleigh in 
Grebstein: 43) In Nicholas Berdyaev’s words this would be the “cosmic time”. 
The beginning and the end are conventional enough but in part II we are let to 
drift away in Maya’s stream of consciousness again, with Arjun’s letter, the 
narrative is broken by Maya’s reminiscences. The main skeletal events of Toto’s 
death, the visit to the Lals, the visit of Nila and her mother and the deaths of 
Gautama and Maya are held together by carefully selected details which 
juxtapose the past to the present as we are swept towards the inevitable future. 
Maya very often broods ever her past and thus informs us about the previous 
events. Desai allows the reader a glimpse into the past through the character 
memories. Time has been very unkind to Maya. She is childless and bereft of the 
love that she so yearns for. Her memories of the albino episode and her reaction 
to it, establishes her neurosis beyond doubt and as she gradually deteriorates 
into madness, her memories become wilder and repetitive. Desai believes that a 
person’s past is inseparable from his personality and continually informs his 
present.  
 
 The use of nostalgia also affects the narrative technique and style of these 
novelists. Nostalgia appears in the objective description as seen from the 
following passage:   
 
No?” Gautama was surprised. He sat over the tea - tray, 
rubbing his hands. ”You look disappointed”. He looked at 
me, waiting. I did not move so he shrugged, poured out 
his tea. Yes, it was best for him to learn how to do it 
  
himself. One of us would be left alone to always pour out 
his or her tea, in loneliness; I felt the shroud of death blur 
my vision, while through it I saw him sitting,  miles away 
in the distance, squeezing out a small, yellow lemon that 
filled the stale air with a sharp, shooting odour of 
artringent freshness. The limes that shaded the dog’s 
corpse had emitted just such an odour upon a fine spring 
evening, long ago. Death and youth, stillness and 
sensation. “Who was the letter from then”, he asked 
setting back comfortably with a cup of tea. He had a good 
day in the courts, hence his excellent mood. (CP 142) 
 
 Here, the paragraph begins and ends in an objective description. From 
Gautams pouring out tea, the reader is led to Maya’s vision of future loneliness. 
The smell of the lemon transports her back to the past and the dead Toto, she 
cannot forget. In Desai, the psychology of association is nicely demonstrated with 
the reader being made to participate successfully in the characters’ movements 
back and forth in time.Desai’s style can best be approached from her own 
statement: 
 
It is the movement of the wing one tries to capture, not 
the bird. That is, it is the image that matters… That is, 
what a writer’s existence is all about he connects, he 
connects, all the time he connects. It is a process that 
dose employ language but also transcends it. (Desai in 
Language Forum: 226) 
 
The passage below will clearly show that the sentences assume a 
staccato urgency as if moving in a rush, to match the disconnectedness of 
thought and the sudden shifts in perspective. 
 
  
Thoughts come, incident occur, then they are scattered 
and disappear. Past, present, future, truth and untruth. 
They shuttle back and forth, a shifting chiaroscuro of light 
and shade, of blood and ashes. (CP 179) 
 
 On the other hand, happier memories of long holidays spent in the hills 
are savored in long-winded poetic constructions:  
 
Better still, my summer home in the hills, in Darjeeling 
and my little knock-kneed pony that took me for rides… 
bearing its load of juice-jammed fruit… could not ever 
end. (CP 78) 
 
 Further, Desai uses dashes to ensure the continuity of thought: 
 
He notices a dead branch on one of the silver oaks and, 
with a small muscle at the corner of his mouth twitching– 
for he is particular about the garden - he complains of the 
laziness of the gardener. (CP 39) 
  
 The observation is not allowed to be interrupted, hence the discreet 
insertion about Gautam’s preference. 
 
 Another of Desai’s unique feature is her rich poetic style, used to suggest 
the mood variation as well as the intensity of emotion of the character. “Fall, fall, 
long fall into the soft velvet wall of the primordium, of original instinct, of first - 
formed love”, (CP 11) very poetically sums up Maya’s longing for love that is the 
very base of human existence since the very beginning of time. The sentiment is 
rhythmically summed up in this alliterative passage. Her dialogues reveal an 
attempt at realism, and also her concern for the exploration of feminine 
sensibility.  
  
 The tragic vision is strongly emphasized by the terrible isolation of the 
individual. Maya hurls herself to death and it is not her final end that signals her 
option of the stream of time, but her very insanity that points out to time having 
no meaning for her. Maya is totally disoriented with her present and continually 
escapes to the past. Maya is completely dominated by time and memory. It is, 
thus obvious that Desai did not believe in the linear, objective course of time. Her 
perception of time is subjective, coloured as it is, by memory 
 
 Along with the memories, illusions, dreams, nightmares and nostalgia, 
Desai incorporates images and symbols that make her style rich, exclusive, and 
fabulous. The images and symbols in Cry, the Peacock, create an awareness in 
the reader to understand the inner pangs of the character and on the other hand 
they reveal “the sensuous love of life and refined tastes of the female chracters” 
with a lack of the same taste“in their male partners”. (Goel: 54) 
 
The symbol of the peacock’s cry fits into the negative aspects of albino’s 
prophecy. Representing an emotional and ideal love, the peacock is symbolic of 
a life –in-death and death–in-life Maya compares the dance of the peacock with 
“shiv’s dance”, a symbol of creation and destruction. Maya, like a peacock, 
sways between her higher motives and pleasure seeking instincts. Anita Desai 
succeeds as a novelist in linking the agonies and pangs of Maya linguistically 
with traditional imagery of peacock-mating and the dance of Shiva; but fails to 
develop the steadfast wisdom of a peacock which can soothe the tense nervous 
system of Maya. Maya’s crying and shrieking becomes indicative of her 
communicative ambiguity. The language she uses reveals the inner threads of 
her psyche as clearly as the reflection of the mirror in the light. Noam Chomsky 
has wonderfully presented the psychological growth of language in human mind: 
 
There is little reason to doubt that what is true of lower 
organism is true of human as well, particularly in the case 
of language, it is natural to expect a close relation 
  
between innate properties of the mind and features of 
linguistic structure; for language, after all has no 
existence apart from its mental representation. 
(Chomsky: 81) 
 
Her growing sense of disenchantment is followed by an often-occurring 
metaphor of the “drum beat” and an image of “lizard”, showing the constant 
turpitude of her mind. Thus, the integrated vision of time followed by apt images 
and metaphors regulates the flow of the linguistic pattern of Desai’s characters. 
Maya’s failures in fulfillment, the movement of her body and the facial gestures 
suggest the language she speaks. She becomes feverish and perceives a 
bizarre world of her imagination. Both the animate and inanimate images reflect 
her mental state. 
 
The oft-epeated images of “window” and “lizards” suggest the sullenness 
of her mind and her yearning to get release from all bondages. The illusion of 
memory surrounds her, but she is aware of it and calls it a “treacherous 
memory”. (CP 185) One can mark the constant drum - beat in her psyche -    the 
drum beat of her fear-ridden thoughts. Her “giggling in the mirror” creates an 
absurd image. This absurd image of the mirror justifies her mute language for her 
“unspoken decision.” (CP 195) Te metaphor of the “tremendous storm” creates 
urgency in her mind to follow her unspoken decision which is the killing of 
Gautama, and hence the image of shiv’s dance is repeated. Once again, through 
the language of the unconscious level, she revives the dance of Shiva before 
committing the murder of her husband: 
  
Having achieved this my excitement which had risen, 
stammering to a hot perspiring peak, now subsided into 
that quite… and I led him out towards the veranda from 
where a flight of steep cement stairs led up to the roof. 
But just before passing out of room, I caught sight of the 
  
bronze Shiva, dancing just a shade outside the ring of 
lamplight…..And yet there was nothing frozen or 
immobile in this pose of eternal creative movement. (CP 
203) 
  
 Through out the narration, the novelist has made use of images symbols 
and metaphors in such a way as to produce a sense of modern language. 
Sometimes her language becomes symbolic and suggestive. When Maya 
appears tense because of her contextual and situational conditions, the novelist 
tries to reveal the inner reel of her mind. The novelist creates the chant of “Radha 
Krishna, Radha Krishna”, a sound system which creates a “lulling, soothing” (CP 
25) effect on her. The sound works as language that soothes her and makes her 
“to feel more at peace” (CP 25) Mrs. Desai’s “senuous imagery often tends to mix 
sense impressions… (Goel: 122)Here is an example from the text: 
 
A small lazy cat…Quietly. I breathed the night in, letting 
the rhythm of the chant wash over me in swift, regular 
waves. Nigth, night, deep dark night. This I knew was 
what one lived for: the nights were always beautiful - the 
gentle herbal balm rubbed into hot temples and fevered 
bruises inflicted by the long frustrating day (CP 25) 
  
 The entire passage is full of senuous perceptions. Linguistically, the image 
of “a lazy cat” is linked with the dispassionate life of Gautama as a husband. He 
fails to read the language of Maya’s “waiting eyes”. The chant pierces into the 
psychic depth of a Maya and sweeps the storm of her stirring emotions. The 
spiritual ideas momentarily hush the “regular waves” of passions. The adjective - 
noun phrase “frustrated day” followed by ”the beautiful night” acting as “herbal 
balm” expresses the passions of Maya. The language loaded with too many 
images and metaphors serve the purpose of reflecting the passions of a young 
wife along with the cold reception of an aged husband. 
  
 When Maya perceives the gradual thrust of madness because of her 
loneliness and isolations, the words she utters are an instance of the poetic 
language: 
 
 I feel my heart throbbing madly why? Wild horse, white 
horse, galloping up paths of stone, flying away into the 
distance, the wild hills. The heights, the dizzying heights 
of my mountains, towering, tapering edged with cliff 
edges, founded on rock. Fall, fall, gloriously fall to the 
bed of racing rivers, foaming seas. Horried arms, legs, 
tentalcles thrashing, blood flowing eyes galzing. Storm - 
storm at sea, at land. Fury, whip, lash, Fly furiously, 
Danger ! The warning rings and echoes, from far, far, far. 
Run and hide, run and hide–if you can miserable fool! 
Ha, Ha, fool, fool (CP 180-181) 
  
The images of “white horse” and “wild horse”, “cliff edges”, “racing rivers”, 
“foaming seas”, “hurried arms” and “blood-flowing eyes” reveal the spontaneous 
combustion in her mind along with a fury of her temperament. The repetition of 
the words like “storm”, “danger” “far”, “run”, “hide” and “fool” has a linguistic 
concern to reflect the repressed and latent desires of Maya through the poetic 
language. Again, the novelist catches the neurotic behaviour of Maya through the 
medical terminology: “I am  in a fever… I am in a fever God in a fever”. (CP 181) 
 
 Where shall we go this summer is divided into three parts, each named 
monsoon, winter and monsoon respectively. The novel begins with the 
discussion of the island people over Sita’s arrival to Manori after twenty years. 
The unexpected message of Sita’s arrival send Moses, the caretaker of Sita’s 
parental house, and others into the remote past. They remember the day when 
Sita’s father had performed a number of miracles for them. They recollected 
those events and started humming them like a religious chant: 
  
He rid my house of snakes and scorpions and no one 
was bitten again”, the words sang out, low but clear, form 
center of the massed, busy humming, as if produced by 
collective effort rather than individual inspiration. 
 
He mad my wife bear who had been barren for twelve 
years, and she bore sons’, sang another in jubilant, 
astonished voice of one who has come to sing praise in a 
temple. 
 
He treated me for my fits and boils with powdered pearls 
and rubies and charged nothing’, praised a third in a 
voice of awe, as if laying offerings at an altar. 
  
I remember, Oh yes, yes remember’, they all murmured, 
hummed, sang, and sank into shadows lumped on a 
wooden bench. (WS 11) 
   
 Through the scheme of calling back a world of memories, one comes to 
know all about Sita and her father’s past history in the first chapter titled 
“Monsoon 67” Through this flashback narration, the reel of the unconscious mind 
moves ahead and brings forth the episodes of Sita’s marriage with Raman, Sita’s 
childhood and her family and finally her strained relations with her husband. The 
immediate cause of Sita’s arrival on this island of miracles is her fifth unwanted 
pregnancy. She analyses the repercussions of the birth of this child: 
 
She had four children with pride, with pleasure-sensual, 
emotional, Freudian, every kind of pleasure with all the 
placid secenity that supposedly goes with pregnancy and 
parturition. (WS 31-32) 
  
  
 This pregnancy in her forties shatters her severely. Regarding the birth of 
this fifth child, Sita and her husband Raman develop some differences. Sita now 
decides neither to give birth nor to undergo an abortive surgery. This typical 
approach reminds her of the island of Miracles, stared by her father in 1947. She, 
along with her daughter Meneka and son Karan, arrives at Manori, the Island of 
Miracles. She wished that the baby would not be born and nothing would 
happen. “It became unthinkable (for Sita) that anything should happen for 
happenings were always violent”. (WS 49) 
 
 She was greatly disturbed by the violence and destruction in the world 
around. Karan’s kicking over the tower, Meneka’s tearing of her Sunday water 
colours, the headlines about the war in Vietnam; they were all hand-grenades, 
hurled at her.” (WS 49-50) The war symbolizes the war inside her mind and 
heart. The existing foetus in womb creates a battle field inside. The foetus 
resembles the “soft-fleshed fish in a bowl of warm sea water”. (WS 50) The 
inside of her mind reflects the vision of a woman panicky about the child to be 
born in a world which is heading towards disaster. She is concerned about the 
survival of the civilization. Sita’s nervousness reflected in the following passage: 
 
She folded her handsover it frightened, certain now that 
civilization had been created by the godlike efforts of the 
few, in the face of a constant, timeless war of destruction 
that had begun with time and was now roaring around 
her, battering her and her fish–foetus so that survival 
seemed hopeless…They would surely be wounded, fall 
and die. (WS 50) 
 
 Civilizations rise and fall with passage of time. They undergo many historic 
and cyclic changes from time to time. The cyclic changes of the civilization are 
linked with the survival of the foetus. As the civilization loses its perfection 
because of the confluence of different cultures, the foetus will also face many 
  
changes till it exists in the world of the immortals. Like a philosopher, she is in 
constant search for meanings in life. The rush of negative emotion is so heavily 
leaded inside her mind that she loses all feminine sensibility and “maternal belief 
in child birth”. (WS 50) The foetus thus becomes a source of constant worries. 
Her husband, Raman was shocked at her thoughts and behaviour. He regards 
her as woman who is losing the equilibrium of her mind, but her reply confirms 
her visionary objectives:  
 
 The line between the creative and the destructive grew so thin, so hazy 
and undefinable that, gazing at it, she seemed to see it vanish altogether. But, 
instead, some lines she had read and remembered, wavered quite arbitrarily 
across her mind: 
 
……….even the slumbrous egg as it labours 
under the shell  
patiently to divide and sub-divide. (WS 51) 
 
The “slumberous egg” under the shell envisions the perils in the existence 
of man as a unit in society. 
  
            The second chapter describes the political contribution of Sita’s father for 
the freedom of the country. Her father as a social and spiritual reformer starts 
Jeevan Ashram on the island. He reveals the age–long traditional beliefs to the 
people and acquaints with the powers of mantras. He also professes the art of 
magic. The chapter also disclosed the duplicity of her father’s behaviour. She 
recalls the memories of her childhood about her father as a saint. He was 
revered by the innocent masses as a second Gandhi when Dalwala suggests a 
tube well for the water supply he forbids him to do so and pleads for the 
traditional way of fetching the water: 
 
  
No, I will have no machines here, I can prove that 
machinery is not essential to civilization, even that, it is 
inimical. For Indian civilization it is fatal Gandhi taught us 
that. (WS 62) 
 
 The irony of the situation is that the person talking about what is fatal for 
the Indian civilization is himself unable to save his own family from fatal 
disintegration. His relation with his wife is baffling for others. Jeevan his son 
reveals the fact that his mother had left the father only because of his hypocrisy. 
She left him when she came to know that he had extra marital relation with 
another woman. He a follower of Gandhian philosophy double crossed her and 
forever lost her faith in him. Her feminine sensibility was extremely hurt and she 
left him and also their children. 
   
 Sita goes back to her past and charges her unconscious mind with the will 
power of her mother. With this she leaves her home in Bombay and comes to 
Manori island with all hope and trust for some miracle to take place, so that she 
does not have to bring the child into this world of violence and uncertainty. 
Manori is made a magical place and Sita’s father is the maker of it.  
 
He had been a wizard, she accepted that now, her father. He 
had cast and illusion as a fisherman casts a net, with the 
faintest sussuration of warning, upon a flock of fish in the 
sea. His chelas were the first to be caught, then the villagers, 
most inescapably the women. His wife had torn a hole in the 
net and escaped into the dark depths of the ocean. The 
others he had held in his net and smiled upon, most 
inscrutably. (WS 90) 
  
  
 Desai’s novels have great sense of place. The island of Manori is an exact 
place to put his social theories into practice. The island gradually gathers the air 
of a mysterious and magical place. 
 
Flashes of light skidded, bubbles of light rose and floated. 
There was an effervescence in the air that made Sita kick up 
her heels and prance like a pony….She saw the island as a 
piece of magic, a magic mirror–it was so bright, so brilliant to 
her eyes after the tensions and shadows of her childhood. It 
took her some time to notice that this magic, too, cast 
shadows. (WS 58-59) 
 
 The above passage is an obvious illustration of the strong semantic 
interdependence of the person and place. What drew her to the island was a 
certain kind of faith in the magical powers of the island. She took the island to be 
a sheltering place. She believed that the magic island would offer solution to her 
insufferable life. The passage below justifies her prompt decision to visit Manori 
in that summer: 
 
If reality were not to be borne, then illusion was the only 
alternative. She saw that island illusion as a refuge, a 
protection. It would hold her baby safely unborn, by magic. 
Then there would be the sea–it would wash the frenzy out of 
her, drown it. Perhaps the tides would lull the children too, 
into smoother, softer beings. The grove of trees would shade 
them and protect them. 
 
‘To Manori’, she so promptly said, Hen, in answer to her 
husband’s habitual summer query, ‘Where Shall we go this 
summer’ ? (WS 91) 
 
  
Metaphorically, the state of Sita’s mind resembles a tide in the monsoon. 
The tide of the sea is symbolic of the tide in her personal life. The foetus she 
carries inside her womb resembles the tide. She analyzes her psychic depth 
which exhibits the tragic vision of her life: 
  
How long would it continue like this…. It is stayed like this 
long enough, without a disturbance without an interruption, 
perhaps the slowness, the monotony of the regular tides 
would enter one’s very veins, one’s blood would begin to 
flow to their measure and one would adjust to a life in which 
there was never any change but the expected one of the tide 
receding and the tide advancing. A lulled life, half– 
conscious, dream-like. Even the unborn child might adjust to 
a life that would live itself out in the warm, even tides of her 
womb and never create a storm, scream and severe itself. 
(WS 116) 
   
 In the syntactical analysis of the above passage reveals that the noun 
phrase“the monotony of the regular tide” is balanced with the verb-phrase “adjust 
to a life”. The adjectives “receding” and “advancing” are symbolic of the agencies 
in Sita’s mind. She wishes to have an adjustment even with the unfavorable 
conditions instead of creating “storm” and “scream” in the process of the regular 
tide.  
  
 The third part, as mentioned in the beginning is named monsoon 67, with 
that Sita’s present is once again brought to the forefront. The magical powers of 
the island are no more experienced and the island with its monsoon effect is felt 
by them, especially by her children as island of dead.  The discomfort and 
disillusionment of the island is now realized and she confesses it thus: 
 
  
To them, she realized with a painful sloughing-off of 
disbelief, it was life in their flat on Napean Sea Road that 
had been right and proper, natural and acceptable; it was 
this so called ‘escape’ to the island that was madness. (WS 
95) 
 
 The children considered her to be responsible for every mishap and 
misfortune. Due to rains they were locked up in the leaking roofed house, with 
nothing but Jackfruit for meals. Sita’s ‘mind–style’ (Fowler: 103) reflects the 
impending effect of the advancing monsoon. “The monsoon flowed-now thin, now 
dense; now slow, now fast; now whispering, now drumming; then gushing”. (WS   
45) 
 
 Like Hemingway, Anita Desai achieves tremendous success of suggesting 
place by time. Her repetition of ‘now’ carries a whole load of ‘here’ too. Whatever 
is happening is happening here (i.e. her old home Jivan Ashram in Manori) and 
now (i.e. precisely in the present). The present effect of the monsoon is such that 
she now understands and accepts the long lost magic of the island. It has all 
melted with the death of her father yet it is this very effect which is going to shape 
her future. The monosyllabic words such as; ‘thin’, ‘dense’, ‘slow’, ‘fast’, are 
symmetrically balanced by polysyllabic words like, ‘whispering’, ‘drumming’ and 
‘gushing’. The selected words show the threatening effect of the monsoon. As a 
result Sita is heart broken, fatigued and panicky and exclaims: 
 
It can’t go on like this, it’s impossible! She cried everyday, 
several times a day, in a choked voice that fought 
speechlessness at the grotesquerie of their situation. (WS 
95) 
  
 Sita’s mental self is clearly visible in her ‘mind-style’ in the above lines. 
The hard reality before her is that the. ‘black sparkling, glamorous magic of the 
  
island was now buried beneath the soft grey-green mildew of the monsoon, 
chilled and choked by it’. (WS 96) 
 
 When the rain slowed or there was a short break, and the villagers 
brought milk, flowers, fruits and fish for them, as in the past, magical age even 
then, ‘She had herself almost ceased to believe in magic, in life, in animation’. 
(WS   99) She had clearly apprehended the reality that ‘It was no place in which 
to give birth. There was no magic here–the magic was gone (WS 104) She was 
scared of the possible result of her “impulsive actions that had flung them alone 
onto this island surrounded by wild seas”. (WS 104) 
 
 Anita Desai is a master artist in the use of poetic diction for her prose. Her 
art lies in carelful selection of words and arranging them for the excellent 
structure of the sentence. The distinction between style of prose and that of 
poetry gets blurred in her art of fiction. To crown it all, she leaves everlasting 
effect in the mind of the reader by her superb strokes of word–pictures. The 
following is an exact example of her dexterous use of language: 
 
Sita and the children went out on the terrace to watch the 
massed clouds, kohl-black, floating and shifting, now 
engulfing now releasing the sky, casting a shadow over the 
slaty sea, turning it to a trough of green-black chill, then 
moving on to let a shaft of white sunlight stream down and 
scatter its dull silver coins upon he waves. (WS   110) 
  
 A sweet lisping rhythm is created by the collocation of words like ‘clouds, 
‘kohl - black’, ‘floating’, ’engulfing’, and ‘releasing’. The kohl black clouds cast 
shadow over slaty sea, which turns it into a trough of green-black chill. The swift 
movement of the clouds and their changing formation bring about a quick change 
in the colours of the sea water. It becomes quite evident that the wind and the 
sunlight are responsible for the dramatic effect of the clouds in the sky over 
  
waves in the sea. The words with present participle suggest movement in time 
and continuity in life. It is certainly a hint in advance of Sita’s willingness to 
continue with her upper middle class life in the mainland. The floating and 
fleeting clouds are suggestive of the vibrant mood and feelings of the central 
character Sita. With a deep sense of colour the writer paints a beautiful 
landscape that envisages vast emotional spaces within put onto a restricted 
canvas. The complete scene evokes a marvellous impression of the novelist’s 
perception of time and space. Sita for a moment slips into her childhood days, 
when she is about to take her children out at the sea to play. Coming out from 
the gate, she comes across a crippled old fig tree from which an old rope hung in 
a loop. She in a spur of a moment travels back into the past and feels nostalgic. 
 
Entranced, she stood in the weeds, gazing at it, and saw 
herself as that young girl with lang, streaming hair who had 
hitched herself up on that loop and swung forwards to the 
sea, swung backwards to the white house on the knoll, 
swung out to the dazzling sea, swung back, swung forwards, 
swung, swung–swung herself dizzy, swung herself sick, 
swung herself down in a tumbled heap in the weeds. (WS 
112) 
 
 Apart from the nostalgic effect produced by the above passage, it also 
drills the common fact of human beings to be tossed about by the ever engulfing 
time. The description of the children’s experience at the sea exhibits Anita 
Desai’s amazing knowledge of the marine life. Both the plant life and marine life 
is used to create an aura of the island. Palm, casuarinas, fig, tellins, periwinkle, 
anemones etc form the part of rich vegetation on the island. The variety of fish 
like limpets, mussels, shrimps and crab belong to the crustacean group of marine 
life. Her reference to the sea creatures with hard upper shell is powerfully linked 
with the motif of the novel, which is mentioned frequently through the lines from 
Lawrence’s poem.  
  
 Anita Desai’s analogy between the foetus within her and the jellyfish in the 
first part of the novel is extended to the third part and the analogy is explained 
elaborately. Thus the two very important motifs of the novel, one that sees the 
condition of human beings like that of jellyfish helpless and discarded as though 
at the mercy of the waves, and the another one asserted through the lines of 
Lawrence’s poem which in turn asserted the point that life must be lived inspite of 
its monotonous meaninglessness ‘with a strange, new knocking of life’. Sita’s 
confusion and hunt get resolved in the end of the novel, thereby completing a 
cyclic mode of narration. As a result of this, she decides to go back to Bombay 
with Raman and starts packing things of her children and surrenders to the time. 
 
She felt the long, straight, monotonous track of her life whip 
itself round her in swift circles, perhaps a spiral, whirling 
around and around till its very lines dissolved and turned to a 
blur of silver, the blurred silver of the mirror windowpanes…. 
Life had no periods, no stretches. It simply swirled around, 
muddling and confusing, leading nowhere. (WS 140) 
  
Structurally it is perhaps one the most compact of her novels. Anita Desai 
has been very careful in constructing the novel with an extra ordinary 
symmetrical balance. The novel begins with the inhabitants of the island taking 
about the days when Sita’s father was alive. News of Sita’s arrival pushes them 
(Moses and others) towards the reminiscence of the magical past. The novel 
ends with her departure from the island and once again Moses and others are 
shown talking about her father’s capacity to practice magic, but now they are 
comparing Sita with her father over their drink, they call her old, plain and also 
mad woman. Apart from the symmetrical balance mentioned above, the novel is 
divided into three parts which coincide with the present past and once again the 
present of Sita. 
 
  
 In Fire on the Mountain (1977) Anita Desai deals with the isolation in the 
lives of her three female characters Nanda Kaul, Raka and Ila Das. It is a novel, 
not with a traditional story, but deeply rooted in a particular time and space. The 
narrative completes itself in a few summer days in the small Himalayan town 
Kasauli. The all encompassing panorama of the lives of the protagonists of this 
short period, unfolds itself either in the authorial voice or in the musings of the 
characters themselves. Time does not flow in a forward sequential movement but 
there are constant references to the past. R. S. Sharma rightly notes: 
 
Nanda Kaul unconsciously seeks to freeze Time into a 
motionless constancy, but time keeps moving through 
her past which she recapitulates as she reacts to her 
present surroundings. (Sharma: 120) 
 
 Hence, inner time flows independently of clock time but it is not rooted 
entirely in the self for it also depends upon the inducement from the external 
world of objects and images. 
 
 Structurally, Fire on the Mountain is divided into three sections each neatly 
dealing with a specific event. Through the ten chapters of part I titled Nanda Kaul 
at Carignano. Nanda Kaul is seen hovering between past and present when the 
future obtrudes in the shape of a letter announcing the impending arrival of an 
unwanted great–grandchild. Part-II, the longest is composed of twenty-one 
chapters and is devoted to Raka’s arrival and sojourn at Carignano. Part III, 
which describes in some detail the visit of Ila Das, a childhood friend of Nanda 
Kaul, also consists of the denouement. It is significant to note that Part III ends in 
thirteen chapters the numeral having superstitious connotations of doom and 
disaster. 
 
 Time has been unkind and disastrous to all the characters. Nanda Kaul 
has spent her life doing what duty demanded and futility of her imposed role as a 
  
wife and mother leaves her cynical and embittered. At a fairly advanced age, she 
is released from the bondage of playing the vice–chancellor’s busy wife and so it 
is with vengeance that she opts for a life of complete seclusion and inactivity. 
However, in the final pages we realise that even now she had no choice ‘she did 
not live here alone by choice - she lived here alone because that was what she 
was forced to do, reduced to doing. (FM 145) We are told that ‘Raka was a 
recluse by nature by instinct. (FM 48) But this is not wholly true for when we 
study her reactions to the wild revelries at the club; we know that her withdrawal 
into herself has been occasioned by the memory of a drunken father beating a 
cringing mother. Ila Das, born in an aristocratic family, is reduced by time and 
circumstance to such a state of poverty that she cannot buy even half a kilo of 
cornmeal. 
 
 With the passage of time, events and memories lose-their intensity, yet 
one is not entirely free from its impact. Nanda Kaul has more or less overcome 
the humiliation of her erstwhile mechanical existence and the sting of 
remembrance is somewhat softened in the peaceful Kasauli atmosphere. Yet her 
attitude is the result of that very hopeless existence and it is something she 
cannot escape. 
 
 It would be well now to examine how characters experience and 
comprehend time. Nanda kaul, like the lotos-eater wants to drift along the flow of 
time but fragmented moments of the past impinge upon her consciousness, Ram 
Lal realizes the power of time, “she is old, I am old. We are old, old”, he 
muttered, quickly losing hope”. (FM 33) Ila Das struggles against the vagaries of 
time but is tormented by its tyranny as it overcomes her in the figure of Preet 
Singh. At the end of the novel, when Nanda kaul hears of Ila Das’s rape and 
murder, the world of fantasy which she had created for herself crashes and ‘this 
final confrontation with the truth of her situation, renders her heroic’.( Acharya : 
248) 
   
  
 But finally we have the Fire on the Mountain depicting the triumph of 
natural or cosmic time over psychological time. The novel ends with darkness 
descending on the scene. It concludes rather violently with the rape and murder 
of Ila and the death like posture of Nanda Kaul. Hence the setting of the sun 
signifies the advent of death and dark is the accepted time for sinister 
happenings. 
 
 Various objects and images, which work as an instant stimuli for the 
characters form an intricate part of this novel. Through the flashback technique to 
review the past, we are taken to those places like Kashmir and Punjab in which 
the protagonist had lived at different stages of life Kashmir with its lakes rivers, 
houseboats, willows, orchards is contrasted with, ‘dry dusty, dull little place’, 
Kasauli. (FM 92) Between Kashmir and Kasauli we have the dusty plains of 
Punjab where she lived as a wife of a university Vice-Chancellor, a mother of 
several children and an entertaining hostess to her husband’s colleagues and 
students and still ever a non-entity. Nanda Kaul identifies her life in Punjab with 
the lake of Chandigarh in this manner:“Chandigarh’s lake lay like molten lead in a 
groove”. (FM   91) 
 
 Thus with the reflections on the past, we have Nanda Kaul as a child in 
Kashmir as a misfitted married woman in Punjab and a widow withdrawn from 
the world in Kasauli. Plains and mountains are further used by Desai to suggest 
sorrow and solace respectively. ‘Raka like ‘a mosquito flown up from the plains’ 
(FM  40) comes to tantalize her. Hence, the plains become a relic of the past - an 
image of unrest in contrast to the peace of Kasauli. With Delhi plains are 
associated those nightmarish senses in which her drunk father beats her mother  
that made Raka cower under her bedclothes and wet the mattress in fright. Apart 
from this, the image of a burnt house, and the military cemetery opposite the 
house are closely linked up with the symbolic centrality of the novel and the 
tragic vision of the novelist.  
 
  
 In addition to this Desai dexterously employs in this novel several powerful 
botanical, zoological, atmospheric, nature, colour light and sound images in quick 
succession. Pine tree is one of the pervading images of the novel. It is the 
symbol of Nanda Kaul’s urge to merge with the nature. She wants to be one with 
the trees so that she can be rid of “unwelcome intrusion and distraction”, and 
enjoy the privacy, peace and solidity of trees.“She fancied she could merge with 
the pine trees and be mistaken for one. To be a tree, no more and no less, was 
all she was prepared to undertake”. (FM   4) 
  
Of all the zoological images used, the prey - and - predator image is the 
most outstanding image that recurs in the novel very frequently. The first image 
of prey and predator appears in part one.”Nanda Kaul turned her head this way 
and that in an effort to escape. She watched the white hen drag out a worm inch 
by resisting inch from the ground till it snapped in two. She felt like the worm 
herself, she winced at its mutilation.” (FM  21) 
 
 Although the novel is laid in the quiet seclusion of Kasauli, Desai skilfully 
uses various sound images as a structural device to intensify the mood of the 
characters and the tone of the novel. Throughout the novel, we hear the rustles 
and flutters of leaves and twigs, flowers and wings and the characteristic chirps 
and cries of birds and animals, all to suggest and symbolize the inner 
consciousness of the characters. 
 
 In Fire on the Mountain, we hear the omniscient narrator throughout. 
While silence, rather than speech is the dominant note, we are exposed to 
snatches of conversation between Nanda Kaul and Raka where the latter 
responds mostly in gesture rather than speech. Ila Das’s strident voice, with its 
exuberance is italicized when she gushingly stresses particular words ‘we 
haven’t met for ‘ages’ dear…….,’ It keeps me ‘sooo busy.’ (FM 21) Through 
Nanda Kaul’s musings, the Vice-Chancellor’s house in the dusty Punjab plains is 
  
recreated for us and we come to the conclusion that it is through the mind of 
human beings that the dimension of time and space are created. 
  
Anita Desai’s next novel Clear Light of Day (1980) was nominated for the 
prestigious Booker prize. It is considered the best of her works to date. This 
novel shows Desai’s genius for the art of fiction. It is so carefully constructed and 
beautifully written that it becomes an extremely gripping novel. The readers get 
so submerged in the awe - striking atmosphere of the old Delhi house that it 
becomes very difficult to climb out again. Desai takes the 1947 partition as the 
central episode but does not appropriate it thematically as do some other Indo 
Anglican writers. (Though she nowhere indicates) Clear Light of Day to be 
autobiographical we definitely get a glimpse into her own experiences from her 
sensitive and vivid, portrayal of childhood.  
 
 The shape of this novel like the earlier three novels is also polytemporal 
with ‘psychological’ time obtruding constantly and breaking all chronological 
sequence. Here the main event in focus is the partition but it is clear that Desai is 
not interested in mere chronology, but “in discovering the final pattern of meaning 
that emerges out of the apparent meaninglessness of life in a small family.”  
(Sharma: 130) Through the memory and flashback technique the novelist 
exhibits Bim’s and Tara’s perception of Time. 
 
 Clear Light of Day is divided into four untitled parts. On the surface it may 
seem that there is a chaotic shift in perspective from past to present, yet there 
actually is perfect harmony as in an exquisitely composed musical composition. 
Jameson discussing Lukacs’ views on the modern novel talks of how in it time 
becomes “profoundly ambiguous in nature, a force both life-giving and life-
destroying” (Jameson:176-77) Desai too, feels that her novel is about ‘time as a 
destroyer, as a preserver and about what the bondage of time does to 
people’.(Desai in India Today:142) 
 
  
 There is an unmistakable link with the philosophy of the Four Quartets. 
The four sections of the novel record the transitions that take place in old Delhi 
family. Part I opens with the koels providing lyrical background to Tara’s musings 
on her arrival to the old house in the old Delhi. The narrative is unfolded with the 
day break announced by the birds in the trees and the blank white glare of the 
summer sun spread over whatever came its way. Bim’s reminiscences of her 
childhood take up most of part II while part III is given over to Tara’s point of 
view. The final section is shared by the two sisters and is rounded off with Bim 
who roving ‘from note to note, searching for harmony, experimenting with 
sequences’ (CD  179) realizes in a moment of vision that ‘Time the destroyer, is 
time the preserver’. (CD 182) 
 
 The novel begins with the sunlit daybreak and ends with the starlit night 
break. Between the two points of time; Tara’s arrival to the old house and her 
departure from it, the story of the Das family, Misras, HyderAlis, in fact the whole 
nation’s is narrated. Tara’s musing is superbly balanced by Mulk’s and his Guru’s 
singing at the Misras. All human relationships appear quite  hazy in the beginning 
but gradually the veiled layers are lifted up and especially the two sisters’ 
understanding of each other becomes very clear. 
 
 In Clear Light of Day, we have the three fold effect of time the passing of 
moments or hours, the voyage from (childhood) youth to (middle) age, and the 
historical time, or time in relation to nationwide events. Desai uses psychological 
time without ignoring its relation to the outer. In this novel, the passing of 
moments is exemplified by the description of Tara’s first morning in Delhi. 
Through the reminiscences of Tara and Bim, we are taken to their lovelorn 
childhood and made aware of their growing up to youth and then to middle age. 
Tara’s return to the old unchanged, stagnant house is vividly described by Desai 
thus: 
  
  
A part of her was sinking languidly down into the passive 
pleasure of having returned to the familiar - like a pebble, 
she had been picked up and hurled back into the pond, 
and sunk down through the layer of green scum, through 
the secret cool depths to the soft rich mud at the bottom, 
sending up a line of bubbles of relief and joy. A part of 
her twitched, stirred like a fin in resentment: why was the 
pond so muddy and stagnant? Why had nothing 
changed? She had changed - why did it not keep up with 
her? Why did Bim allow nothing to change? …. But 
whenever she saw them, at intervals of three or five 
years, all was exactly as before. (CD   12) 
 
 The empty, hopeless, heavy atmosphere of the whole house is 
strengthened by Tara’s review of that old familiar drawing room: 
 
It seemed to her that the dullness and the boredom of her 
childhood, her youth, were stored here in the room under 
the worn dusty red rugs, in the bloated brassware, 
amongst the dried grasses in the swollen vases, behind 
the yellowed photographs in the oval frames - everything, 
everything that she had so hated as a child that was still 
preserved here as if this were the storeroom of some dull 
uninviting provincial museum. (CD   20-21) 
 
 We are also made to see how time affects the course of nation. Instead of 
celebrating the achievement of independence, Desai laments the partition, not 
because of its political implications, but for the bloodshed and insane prejudice. 
Such nationwide events did bear a tremendous effect on the individuals too. At 
the end of part I Tara and Bim experience that extreme pain once again in 
recollecting the dreadful summer of ’47, when they were young and life flew not 
  
like a river, but moved in jumps, ‘as if it were held back by locks that are opened 
now and then to let it jump forwards in a kind of flood? (CD 42)  
 
 That summer the whole city was on fire and so were the members of the 
Das Family. The effect of the event of partition in particular was so traumatic that 
Bim is lead to say that: 
 
Youth? Said Bim, her head sinking as if with sleep, or 
sorrow ‘yes, I am glad, too, it is over - I never wish it 
back. Terrible, what it does to one – what it did to us - 
and one is too young to know how to cope, how to deal 
with that first terrible flood of life…. I never wish it back. I 
would never be young again for anything. (CD 43) 
 
 In Clear Light of Day, though mind time and linear time are depicted side 
by side, the final triumph is reserved for “mind time” or “durée”.(Bergson) Time 
the destroyer apparently seems triumphant as it leaves a trail of deaths in the 
Das household. The trail begins with the death of the cow, then the Das parents, 
followed by the death of Miramasi. One is tempted to infer that the death of the 
cow due to drowning in the well at the back of the house has perhaps brought the 
bad luck to the family. And again it is because of Time that Tara marries Bakul 
and leaves the house, Raja leaves to join Hyder Ali at Hyderabad and Bim and 
Baba are left in the old house. And still when Bim corroborates Tara’s statement 
‘nothing’s over, ever’ (CD 17) we are made aware of the cyclic nature of things. 
Therefore, though dead long ago, the Das parents, Miramasi and the Hyder Alis 
continue to haunt the pages with a presence that smacks of permanence even 
within a swiftly changing world. This is possible only through memory, used in a 
way that reminds of Proust’s method. It is through the memory of their childhood 
days that Bim and Tara together like to recollect and Bim remarks: ‘It wasn’t so 
bad then,’ was it? No. when we were children (CD 101)  
 
  
The main theme of Clear Light of Day is time as both the destroyer and 
the preserver. This is exactly illustrated in the last episode when both Mulk and 
his ageing guru are to sing at a soirée to which Bim and Baba have also been 
invited. They belong to the same school of singing and yet Mulk’s voice is ‘rich, 
dark, while the guru, once a famous singer can only sing in a small, ancient 
voice… rough - edged and raw as if in pain.’ (CD 181) with the following 
comparison between Mulk and his guru Desai strongly emphasizes the on going 
process in life: 
 
The contrast between Mulk’s voice and his was great: 
whereas Mulk’s voice had been almost like a child’s, so 
sweet and clear, or a young man’s full and ripe and with 
a touch of sweetness to it, the old ma’s was sharp, even 
a little cracked, inclined to break although not merely with 
age but with the bitterness of his experiences, the 
sadness and passion and frustration. (CD 181-182) 
 
 Bimla realizes that Time that had destroyed the talent in one had nurtured 
it in the other and thus the art and light of life was handed down from one 
generation to the next. 
 
 The novelist presents the paradox of change and continuity in the novel. 
Tara returns to her childhood home after years abroad just to find that the house 
and its dwellers have not changed at all though she with the passage of time 
undergoes some changes in her personality. Even Bim and Raja who were so 
close to each other in their childhood have now turned against each other. The 
characters tend to eulogize the past in contrast to the present. A moment shard 
in the past becomes instrumental in binding one to the chain of time. When Bim 
realizes that the soil of her house; ‘contained all time, past and future in it. It was 
dark with time, rich with time. It was where her deepest self lived, and the 
deepest selves of her sister and brothers and all those who shared that time with 
  
her’, (CD 182) she is able to forgive and forget. No amount of bitter feelings can 
break the unswerving bondage that she shares with her family. 
 
 Apart from the extensive use of reflections and memory that stamp her 
unique style, it also makes use of images to intensify either the emotions of the 
characters or suggest their mood. Birds like owl, kite, koel, pigeon, parrot, 
mynahs and others, animals like cat, dog and cow, geckos insects like flea, 
mosquito, moth, beetle, worms and snail pervade throughout the novel providing 
it a luxurious topical atmosphere. For example, koels signal the passage of time. 
In the garden, ‘koels lifted itself out of the heavy torpor of the afternoon and 
called tentatively, as if enquiring into the existence of the evening’. (CD   166) A 
newer device is added by the novelist that perhaps makes this novel a 
masterpiece. The light and shadow are frequently spread over the house and its 
inhabitants like a dim - full spot lights used in the modern theatre to highlight a 
certain portion and conceal the other. Desai writes: 
 
Although it was shadowy and dark, Bim could see as well 
as by the Clear Light of Day that she felt only love and 
yearning for them all,……her love was imperfect……(CD 
165) 
 
 With this, all the frozen feelings are given out and Bim experiences a great 
moment of solace and relaxation which she had lost with Raja’s letter from 
Hyderabad. The sunlight at the last tea that they have in the old house before 
Tara’s departure is described symbolically as: ‘The sunlight spread like warm oil, 
slowly oozing and staining the tiles’. The description is employed to suggest that 
however staining may be the relationship amongst the brothers and sisters, it still 
exists and spreads like ‘The sunlight spread like warm oil’.  
 
Even silence and music is wonderfully woven in the narrative web to 
create a marvelous pattern. Parents remain silent in the novel, but for once the 
  
father converses with Raja on the subject of his getting an admission to a 
particular college. Baba is an autistic all the time listening to the old outdated 
HMV records, perhaps he has found out a way to compensate for his mental 
disability to communicate. 
 
 The three siblings Bim Tara and Raja share their dreams in their 
childhood, but remain silent during their youth and Raja is silent even in his 
middle age, only Bim and Tara communicate the pent up emotions and guilt and 
realize and reveal their consciousness. Life for Bim and Baba had become 
almost stagnant and that for Raja and Tara it was flowing. Raja and Tara left their 
house, got married and settled at other places. Bim could not leave the house for 
she had the responsibility of caring for Baba who was an autistic mentally 
handicapped. 
 
Not only the house but also the phenomenal well and flowing, flooding 
river (yamuna) are given symbolic nuances and their recurrence in the novel 
affirms novelist’s ambiguous point of view; life as stagnant and life as ever 
flowing. Life for Bim and Baba had become almost stagnant and that for Raja 
and Tara it was flowing. Raja and Tara left their house, got married and settlled 
at other places. Bim could not leave the house for she had the responsibility of 
caring for Baba who was an autistic mentally handicapped. The following lines 
are the proof of the above argument. ‘Really, the house had an atmosphere a 
chilling one, like a cemetery’. (CD 159) ‘The well then contained death as it once 
had contained merely water, frogs and harmless floating things. The horror of 
that death by drowning lived in the area behind the carvanda hedge like a mad 
relation, a family scandal or a hereditary illness waiting to re-emerge. It was a 
blot, a black and stinking blot: (CD 107-108). ‘The earthen pot containing the ash 
was handed to Bim still warm, and she walked  with Raja to the river’s edge to 
lower it into the water and watch it bob for a while, a wreath of red roses around 
it, till the gray current caught it and swirled it away and it sank. A waterman… 
  
watched too. A donkey brayed. A lapwing cried. The river ran. They went home’. 
(CD 99 -100) 
  
 Meenakshi Mukherjee says that ‘theme is not something that can be 
examined separately from the technique of a novel because the theme is 
determined by the novelist’s choice of point of view’. (Mukherjee, 1971: 37) Apart 
from the omniscient narrator, we have the shifting point of view of Tara and Bim. 
And also the constant shift from past to present, is reminiscent of the oral 
tradition of story telling. The story-teller remembers his own experiences at 
random and communicates them in a meandering, repetitive style. This style is 
also part of the literary tradition of India and one used in the Mahabharatha and 
the Ramayana. Hence, in Desai’s style, we have a flavour of the ancient 
‘raconteur’. 
 
 Like Anita Desai, Varsha Adalja too portrays ‘life by time’. Time remains 
the major influence on the narrative of Adalja’s novels too. Both Desai and Adalja 
have depicted Time as espied, experienced and endured by their characters. 
Even in Adalja the ‘psychological time’ dominates the ‘clock time’. It is through 
‘mind time’ or ‘durée’ that the events unfold before the readers. Kierkegard’s 
maxim ‘Life can only be lived forward and understood backward.’ (Higdon 1977, 
6) is quite applicable to their novels. The present is pervaded by the past 
memories continuously. Hence it becomes obvious that polytemporal time 
scheme is used by Desai and Adalja. 
   
 Adalja in her novel Mare Pan Ek Ghar Hoy (1971) throughout exploits the 
polytemporal time scheme by focusing now on the recent events in Leena’s life, 
now on the remote past. Though the authorial voice pervades throughout the 
novel it is through Leena’s angle that we look at her life as well as the other 
characters in the novel. Time has been too cruel to Leena just like Bimla of Clear 
Light of Day. Both of them suffer and sacrifice for the family, suppressing their 
individual hopes and desires. In comparison to Clear Light of Day a small novel, 
  
Mare Pan Ek Ghar Hoy, has the depth and width of any larger novel. If the 
central character Leena was made to reach its middle age and then the life would 
be revealed in flashback, the novel perhaps could attain the stature of Clear Light 
of the Day. Yet it should not be missed that Mare Pan Ek Ghar Hoy is equally 
powerful in technique.  
 
 Structurally the novel is divided into eight chapters, covering the childhood 
and youth of Leena and Surekha. Each chapter is carefully and compactly 
deviced which closely resembles the artistry of a master playwright. The novel 
bears the impression of dramatic elements. The novel begins with an ear-
piercing scream of Surekha who suffered from schizophrenia. The reader is then 
taken into that past when Surekha first started having such attacks and fell 
unconscious. Surekha was then studying in the eighth standard. Eversince then 
Leena has been clearing and ordering things all thrown and broken in the house 
by Surekha. She felt the heavy pangs of Time chain and choke her. Time freezes 
for Leena and she forgets for how many long years she has been bearing its 
burden. Leena slips into the past memories and the reel then projects: every 
incident that she had always wished to subdue and forget. Adalja giving her style 
a rich flavor of local colour and culture writes: 
 
Enu man tuteli malana manakani jem bhutkalni vervikher 
smrutine goti goti ne ekthi karva lagyu. 
(Her mind like the beads of a broken rosary started 
picking and gathering the scattered memories of the 
past.) (MH 5) 
 
Leena recollects, the year when she was in matriculation and her parents 
could not pay fees for her extra coaching since they had hired a tutor to come 
home for Surekha. From that moment onwards whether it was fess for studies or 
picnic she had always to compromise because Surekha’s treatment as well as 
special concern took away all the economic provisions of the family. 
  
She could not study medicine, not only that after the sudden death of her 
mother due to heart attack she had to leave the arts college and take up a job for 
her father too had an attack of paralysis. She painfully remembers the days 
which snatched away her rightful living and dreams too. She tries hard not to 
remember those awful days. Her mental condition is revealed thus:  
 
Enu ushkerayelu man aaje kemey shant nahatu thatu. 
Smrutio pajavati hati. Man beechen hatu. 
(Her excited mind could not be calmed today. Memories 
were teasing her. Mind was restless.)(MH 15) 
 
The novelist effectively tells us how Leena espied and endured Time as: 
 
Samay pankho fafdavine uncha akashma udi gayo hato. 
E vismit bani ene takti pachhal rahi gayi hati. 
(The winged Time had fluttered and flown high up in the 
sky. Awe stricken, staring at it, she lagged behind.) (MH  
15) 
 
The course of Leena’s life and her role at home and office are strikingly 
symbolized by Varsha Adalja through the recurrent use of her father’s screeching 
wheel chair at home and her cacophonous typewriter at the office. She is caught 
like the insect in the spider’s web. She shall never be free from the on going 
cycle. Adalja expresses the angst of Leena in an existential manner: 
 
Ghar, nokari, javabdari, chakari, kichud, kichud avaj 
Sathe gol gol chakra farya ja karashe. 
(Home, service, responsibility, nursing. With the 
screeching sound, the cycle shall keep on moving round 
and round.) (MH  26) 
 
  
Both Desai and Adalja have used ‘cosmic time’ to imply the on going 
process of life in Clear Light of the Day and Mare Pan Ek Ghar Hoy respectively. 
Houses in both these novels have gloomy and haunted atmosphere. Ramila, a 
friend of Leena who was a daughter of a rich man was jealous of Leena for she 
found Leena’s life worth living. Lives and ideology of these two friends is 
wonderfully contrasted by the novelist. Ramila once in an emotional outburt says 
this to Leena: 
 
Mane to jindagi poli poli lage chhe. Taddan khokhu ja. 
Jane asankhya jivadaoe ene valagi padi andarthi kotri 
polal kari mukyu hoy. 
(Life seems quite hollow to me. Utterly hollow. As though 
too many worms have stuck to it and nibbled it hollow.) 
(MH 43) 
 
           In the novel present used as a point on which the character is made to 
stand and then the past is unveiled. Futuristic dimension of time is also employed 
by Adalja in this novel. When Leena gets the news of Surekha’s pregnancy she 
starts visualizing the arrival of the child and the whole house would be in the 
whirlpool of gaiety. The all encompassing and all powerful time remains very 
cruel to Leena throughout her life. Not only her ambition to become a doctor is 
snatched from her but also her dream of owning a home, marrying Anupam and 
having a child. 
 
And when in the end she has everything after Surekha’s worst 
unmanageable attacks of schizophrenia, she cannot call it hers under the 
changed times and circumstances. Both Anupam and Apurva are there with her 
but as her sister’s assets and she as merely its guardian. 
 
 In the narrative pattern of the novel the flower vase that Leena liked so 
much which was broken by Surekha signifies their demolished lives with her own 
  
hands. Like the beautifully engraved flower vase, she not only ruins Leena’s life 
but also that of Anupam, her husband and Apurva, her son. In the same way, the 
flower bed that Haridas was making at the time of Leena’s matriculation result, 
gathers symbolic nuances for it is left half done suggesting the incomplete 
attention given by him in bringing - up his two daughters. Flower vase and flower-
beds are fabricated in the narrative to give it an exquisite richness. 
 
 Over and above her handling of ‘polytemporal time’ Adalja’s literary 
technique is marked by her frequent use of short sentences, exclamatory 
sentences and questions. These are the devices which form a remarkable part of 
the postmodernist stylistic devices. Each of these devices speaks of the 
character’s comprehension of and reaction to Time as the most influential factor 
of the modern man’s life. Though writing in Gujarati, and flavored with hue and 
shades of Gujarati language, the novelist flows with the literary currents of the 
present age. She also uses those English words which have now become quite 
common to Gujarati speaking people.  
 
Polytemporal time is also employed in Retpankhi (1974). Just like the 
earlier novel Mare Pan Ek Ghar Hoy, Retpankhi also uses the time present and 
the time past as an integral part of her technique. The narrative makes a 
continuous shift from present to past and back to present and sometimes 
occasionaly into the future too. Dreams, reveries and nightmares are also 
induced into the narrative to give the narrative an aura of psychoanalysis. 
Raghuvir Chaudhari, an eminent Gujarati historian and critic writes in his Forward 
to Retpankhi: 
 
Aa avtarnonma varta ni srushti ane vartakarni shakti no 
ek sathe khyal avshe. Ava sarthak ane rochak vakyo 
varnan rupe ave chhe tyan abhivyaktine uchake chhe, jya 
patrona udgaru rupe ave chhe tya lekhika nepathya ni 
maza muki agal ave chhe. 
  
(……Such quotations reveal both the realm of the 
narrative and the capacity of the narrator. Wherever  
there are such appropriate and interesting sentences in 
the form of description elevate her expression, and 
wherever (they are) in the form of dialogues by the 
characters; she transcends all the traditional barriers of 
the stage and human interior.) (Chaudhari in Adalja: 6) 
 
 The novel begins with the train journey of Sunanda from her village to 
Mumbai with Jagmohandas to whom she is just married. The physical journey to 
Mumbai runs parallel to Sunanda’s mental journey in the form of backward and 
forward movements in time. As the train moves ahead she slips into the past 
memories. She recollects her childhood as an orphan brought up by her uncle 
and aunt in that small village. Even Tara, her cousin comes to her memory with 
whom she had shared everything as a sister and friend. Satisfied with what was 
offered to her by Fate she was happy and Time seemed then as: 
 
Tyare samay chhelbatav yuvan jevo rangin ane nafkro 
hato 
(Time was then like a fop; a gay young man, colourful 
and easy going.)(RP 8) 
 
Though ill treated by her aunt she did not have many complaints for life 
and therefore the novelist mentions: “Samay nadi jem uchhelto kudato vahi jato 
hato.”“Time flew like river, leaping and jumping.” (RP 8) 
 
Time compared to a gay young man and then to a river reveal the 
novelist’s deep and clear understanding of time. Carefree life is suggested in the 
first analogy and swiftness of childhood days is suggested in the second one. To 
show Sunanda growing up and maturing the novelist like a master stroke of a 
cinematographer writes: 
  
Samay ni daline ek pachi ek varshna rangin phul phuttan 
hatan ane khari padta hata. 
(Year after year blossomed and withered away on time 
branch, like colourful flowers.) (RP 8) 
 
 The beginning is also remarkable for its skilful use of intertextuality. The 
scene in which Sunanda is seeking blessings from her uncle, at the time of her 
departure to her husband’s house is an example of her use of intertexuality. Her 
uncle utters these words: “Shivaste Panthanah santu” which means “May your 
path remain benevolent”. These were also the words of Kanva rishi blessing 
Shakuntala who is also going to her husband’s house in Abhignan Shakuntala by 
Kalidas. Here the striking analogy is that like Shakuntala who has been brought 
up by the foster father, Sunanda too has been brought up by her uncle who is not 
only a foster father but also a very pious person almost like a rishi. The cultural 
and literary traditions as employed by Kalidas in Sanskrit literature are further 
brought in and employed by Varsha Adalja in her Gujarati fictional mode of 
literature. The words not only create an analogy to kalidas’ play but also prove to 
be a prophetic irony. For these words could be further used to justify the end of 
the novel. Sunanda the widow of late Jagmohandas, accepts the responsibility of 
a foster mother of Seema, the daughter of her cousin Tara. She lives a life that 
became benevolent for Seema, Amla and Vinay. Adalja gains the effect of an 
extraordinary exposition in the very first scene of this novel. Her ability to 
correlate the first scene of the novel with the last scene of the novel reveal that 
her narrative technique bears a strong influence of her knowledge of dramaturgy 
as well as the person of stage that she was in the past.  
 
 The first chapter ends with the similar tone that is set in the beginning; 
woman as the carrier of cultural and spiritual ethos. Sunanda’s uncle advises her 
while she is about to leave the house. He says: 
 
  
Aa Jagatma koy koy viral vyaktina nasibma ja bijano boj 
potana khambha uthavine jivavanu nirman thayu hoy 
chhe. Tu to mari Mira chhe. Zerna ghutada bhari ane 
amrut banavi deje, Sunanda. 
(….in this world only few are born fortunate to live to bear 
the burden of other’s life on their shoulders. You are my 
Mira. Gulp the draughts of poison and turn them in to 
nectar.) (RP 16) 
 
Sunanda wondered whether she would be able to come upto this noble 
man’s trust (RP 16). And gradually she prepares herself mentally for the future 
with her husband and two - step children. She imagines that she will take them in 
her arms and love them, (and try to become the bead of the broken life - rosary 
of her husband). She wished to lock the past into a box, free herself from its 
clutches and yearned for a bright, happy future. Her longing for future pleasures 
and unusual relief from her cruel aunt is thus revealed: 
 
Ena hridayma ek chhupo anand hato. Nirjiv sharirma, 
unda gokhama be diva mukya hoy evi be chamakti 
akhoni pakadmathi e have mukta thayi gayi hati. 
(Hidden happiness filled her heart. She was now free 
from the clutches of two glaring eyes that were like lamps 
in the deep recess of a lifeless body.) (RP 17) 
 
In chapter three once again the narrative undergoes shift to past. Quite 
impressively, all the characters i.e. Jagmohandas, Sunanda, Vinay and Amla slip 
into their respective enclaves of the past life. Jagmohandas is reminded of that 
unfortunate first night of his marriage with Sumanben. Vinay and Amla ruminate 
their childhood days and Sunanda wandered through her life in the village, before 
her marriage. The curtain of the past memories is drawn away by the arrival of 
Shridhar, Vinay’s friend and a letter from the village for Sunanda. With these 
  
interventions all the four characters are brought back to the present. Occasional 
use of such devices retain the interest of the readers and holds the narrative from 
becoming dull and monotonous. The effect of the letter informing Sunanda about 
her aunt’s death and uncle’s retreat to unknown place is shown thus:  
 
Kagal hathma khullo J pakadi rakhine Sunanda besi rahi. 
Jivanni ek matra bari pan sadane mate bandh thayi gayi 
hati. Chare bajuthi banth eva ek khandma e purayeli hati. 
Ek achaka sathe ene yad avyun. Peli tasavir shun kaheti 
hati? E koyni nathi koy enu nathi. Matra e ane khandni 
char dival….. 
(She sat with the open unfolded letter in her hands. The 
one and only one window of her life had been closed. 
She was trapped in a room closed from all four sides. 
With a jolt she remembered what was that photograph 
telling her? (She has nobody) Merely she and the four 
walls of the room…..) (RP 49) 
 
 The narrative is further made rich and interesting throught the correlation 
of powerful material setting with the mental phases of Sunanda. Varsha Adalja 
consciously works out the effect of certain objects on the mental state of the 
character. Also the objects are used to create an atmosphere of doubt, fear, 
terror, uneasiness and non-belonging in the house. There was something in the 
air of the house that haunted its dwellers. The house did not offer peace and 
comfort. Sumanben, the first wife and the mother of Vinay and Amal had died of 
cancer. Her life size photograph was placed in the living room. The whole house 
was clasped in its evil embrace. Sunanda’s situation was the worst since before 
marriage she faced the bewitching aunt and after marriage it was Sumanben the 
first wife of Jagmohandas. Though now dead she had cast a spell upon the 
whole house. Sundanda was continuously under the terror of the photograph. It 
seemed to her as though Sumanben behind the photoframe spied all her 
  
thoughts and behaviour. The above point becomes quite explicit in the 
conversation between Jagmohandas and Sunanda. 
 
Aa Gharni havama evu kashuk chhe ke, ke……na na 
thadmatha vinani nat chhe. 
Sunanda thadki gayi. Are tyare a vat, e matra potani 
upajavi kadhela brahmana nathi. Emne pan em lage 
chhe. ‘Aa to e tasavirno shrap chhe.  
(In this house there is something of the sort that that…. 
no no the talk is meaningless. 
Sunanda shivered, so then this talk is not an illusion 
created by her. Even he feels; ‘This is the curse of that 
photograph.) (RP 89) 
 
 Adalja further exploits dreams, nightmares and reveries, which give the 
novel a place amidst the postmodern fiction. Chapter 8 begins with Sunanda 
suddenly awakened after a nightmare, where in she was thrown by someone into 
a well deep and bottomless. Her eyes and mouth were filled with water and she 
felt suffocated. A hand from far away was stretched in water….. a strong hand of 
a man. She tried her best to go towards the hand and hold it but she was tired, 
and the hand was being dragged in the water far very far and helpless she saw 
the last support disappearing. Sunanda and Shridhar are in a hotel and what 
goes on in the mind of Sunanda is brought forth in an example of reverie.  
 
Ene hath lambavi panino glass uthavyo. E ja hath… 
swapnama pidato ek purushno majabut bharavdar… 
sunanda kampi gayi. Sache ja e gandi thayi jashe, have 
jagata jagata pan e swapna java lagi hati. 
(Stretching her hands she held the glass of water. The 
same hand….strong and stolit (hand) of a man paining / 
  
disturbing her in dream, she’ll go mad, she had started 
dreaming while being awake.) (RP 129) 
 
 The epic narration is aptly embellished with words, phrases and idoms 
that reveal the life - line connection with Indian cultural and literary traditions. The 
novel is divided into fourteen chapters and each one is interwoven in a way that 
proudeces an impression of a coherent and well made novel. Sunanda’s uncle 
portrayed as a saintly figure, his indifference to and detachment from the worldly 
matters his teachings and life, truly speaks of how deeply ingrained in us is the 
Indian phiolosophy. The following words and pharses are the illustration of the 
above mentioned point. Mala na malaka (beads of rosary), haiya ni ujjad 
marubhumi (the arid desert of the heart), bhamardo (top), kanalma khupi gayi 
(caught in the bog), gokha (recess, indentation), Sheha (awe, check), munzaro 
(dilemma, confusion) petchhuti vat (express everything) agocharmathi (from the 
invisible), pindparivartan (metamorphosis) ban ni shaiya (bed of arrows), Kal 
(Time), Balmandir (nursery, preprimary school). 
 
 These and many more such words and phrases are used enormously by 
Varsha Adalja. They have literal, social, cultural or religious connotations. It is 
precisely for this reason that the novel gains in impact. 
 
 In the earlier novel Retpankhi there is continuous and frequent shift from 
present to past and from past to present to fulfill the demands of the narrative 
design. Adalja’s Matinu Ghar (1991) has a very compact structure. The novel 
consists of eleven chapters out of which the first two deals with Lata’s present 
and the rest reveal Lata’s remote past and recent past. The last page of the last 
chapter brings the reader back into the present state of Lata. Matinu Ghar makes 
use of ‘polytemporal’ time frame. The whole narrative takes shape on 
psychological time. The novelist executes this psychological time with the help of 
several devices like flash back, interior monologue, nightmare, dream, and 
hallucination. Also certain images are repeatedly used to reinforce the leitmotif of 
  
the novel, words, phrases and idoms of Gujarati language add to the overall 
atmosphere building in a manner that emphasizes the individual’s struggle with 
Time, Death and Destiny. 
 
 The first two chapters show that Lata the protagonist of the novel Matinu 
Ghar is admitted in a nursing home for treatment and observation. Through the 
conversation between the nurse and doctor we are informed that she is a 
schizophrenic patient who has killed her husband whom she loved very much 
and has now lost her memory. She is in the nursing home for about a month. Dr. 
Desai wanted Lata to recollect her past and therefore he minimized the sleeping 
drugs to enable her mind to become active. The result of this was Lata’s mind 
was reactivated and she started having hallucinations. 
 
Lata akho bandh kari bakda par mathu dhali besi rahi. 
Bandh akhoni andar polalma vistarta gadha andhakarma 
e unde unde utarti rahi. Kalmindh anthakarna abhedya 
gadhni kali uchi divalo lohithi chikali bani gayi hati. Lohi, 
lal, lal, thagthagtu. Paththarthi pote enu mathu chhundi 
nakhyu hatu. Ane thakhthak vahyu hatu evu lohi! Sakshat 
ma kali e trishul asurono vadh karyo hato ane lal lohini 
nik vahi hati evu lohi. Lohini nadima pur avya hata. 
Bhayankar, prachand vegthi vaheta lohi ane tali jata hata. 
E dubati hati, lohina, bhayanak ghumrio khata vamalna 
panima e dachka khati, bathodiya bharva lagi…hu dubi 
jav  chhu… mane bachavo… 
(Lata kept sitting with her head on the bench. She was 
going deep down into the dense dark hollow region of the 
closed eyes. The high walls of the fort of dense darkness 
was smeared with blood. Blood red and hot she had 
herself smashed the head with a stone… Goddess Kali 
had herself killed the ‘asuras’ and a stream of blood had 
  
flown. The river of blood had over flooded. She had been 
dragged into it with dangerous force of blood. She was 
drowing gasping for breath in the whirl pool of blood, I’m 
drowning….. Please Save me…..) (MG 2) 
 
From the very beginning the Indian myth of Goddess Kali is introduced 
which is then fully developed further throughout the novel. As a support to this 
myth the novelist makes refrence to ‘Navratri Puja’ and also her mother’s strong 
faith and worship of goddess Amba. In Indian myth Goddess is a symbol of 
fertility and power. She is worshipped as ‘Shakti’, which is capable of destroying 
the ‘asuras’. In this sense Lata’s mother was ever a faithful worshipper of the 
Goddess. In her times of difficulty and test she always took recourse to her faith. 
It is out of this strength gathered from her worship that she rebels against her 
husband who was in a way responsible for the unnatural death of Nina, their 
elder daughter. It is a different matter that at the end of the struggle it is she who 
dies and not Mangaldas. Mangldas the devil incarnate was to be destroyed by 
Kunjbala who had taken the ‘rudra roop’ of Goddess Kali. The irony of the 
situation is that Kunjbala while trying to press his neck falls down from the 
balcony due to his push. It then remains to be fulfilled by Lata. She too carries it 
out but once again it is not Mangaldas who dies but Anand. Lata slips into coma 
a state of life worst than death. So though both Lata and her mother make efforts 
to destroy evil, the satirical implication is that in modern times it’s not that easily 
done. Mangaldas is transformed but the price paid is too heavy. At the cost of 
three lives, the vices and evil within him die. The other myth used herewith is that 
of scapegoat. The goat selected for the ritual has to be perfect one. In the like 
manner these three were also perfectly good and fit human beings to sacrifice 
their lives for the transformation of ‘asura’ that Mangaldas was, into a human 
being. Lata is gradually recovering in the nursing home when all of sudden one 
night under the attack of mental disorder she walks out of her room goes to the 
garden and kills the cat with a sickle. She loved the cat very much and had 
nurtured it when its young ones were born. After this horrifying incident, Lata’s 
  
memory steadily comes back and the narrative full of pain and poverty unfolds 
before us. This state of her mind is subtley described by Varsha Adalja thus: 
 
Bagicho shant chhe. Padi gayeli havama fulono chehro 
zuki gayo chhe ane vrukshona nispand parnoni niche 
Lata stabdh  besi rahi chhe.bapordi nirvtama atitna pagla 
kan mandine e sabhali rahi chhe. Kalna khakhal ninade 
vaheli nadi ma je jivan talai gayu chhe eni smrutio na 
asankhy chhippala a bhini chamakti retima verayela 
padya chhe. Lata balakhi jem dodi jayi sauthi sundar, 
shwet chhipalu uchhaki le chhe. Chhipana panidar 
sachhukala moti jevu chhe ek nam-ma. 
(The garden was quiet. The faces of flowers have 
dropped for it was windless and Lata is sitting under a 
tree with motionless leaves. She is carefully giving ears 
to the steps of remote past approaching in the still 
afternoon. Several shell like memories are scattered in 
the wet sand of life that has flown in the gurgling river of 
Time. Lata rushes like a child and picks up the most 
beautiful, white shell. Precious like a rare pearl was the 
one name - mother.) (MG 31) 
 
 She remembers the sobre, kind figure of her mother, her unflinching faith 
in Goddess Amba, her prayers, worship and ‘japa’. Her incessant routine to water 
the Tulsi - plant and keep the lamp lit in the ‘puja room’. She sang the prayers, 
Arti and Garba of Goddess in a melodious voice.  Adalja describes her sweet 
voice thus: 
 
Ena galama surno malo, swarna pankhi tahukya kare. 
(As though there was a nest of tunes in her throat from 
where twittered the birds of sound.) (MG 31) 
  
 In one single stretch, we are given three major informations regarding her 
past. Lata and Nina are two sisters and their father Mangaldas is a gambler who 
has inherited this vice from his father. Niru aunt is the sister of Mangaldas who 
one day leaves them to live a life of her own. Mangaldas, Lata’s father emerges 
as an inhumane figure who gave his wife and daughters only pain and misery. 
Lata’s recollection of the past is for a moment given a pause by the novelist and 
she becomes aware of her surrounding. 
 
Lata zabki gayi. Ma kya chhe ahi? E chare taraf najar 
ferve chhe. Nursing homena bagichama e ekli bethi 
chhe. Chare taraf felayel sonpari jeno zagamagato tadko 
ajano, a kshanano nathi. Havani laherthi smarnoni 
nonthapothina pana udaud kare chhe. Vartaman ane 
atit…atit ane vartaman….are hamana ja mani bum 
sambhalayi ne! Mani bum tofani sakhini jem Latane 
khechine a vartamanni vad valotine layi jaya chhe 
shaishavna gheghur vanma……. 
(For a while the thought process is given a pause and 
Lata becomes aware of her present. She realizes that 
she is sitting in the garden of the nursing home. The 
golden fairy like sunlight shinning all around her was not 
of that (present) moment. With a gentle puff of breeze the 
pages of the memory note-book started fluttering, present 
and past…. past and present…. She heard her mother 
calling just then. Mother’s call like a mischievous friend 
drags Lata into the dense forest of childhood, off the 
fence of the present.) (MG 35) 
 
 Time span covered in the narrative is not more than ten years, for Lata 
was nine and Nina was eighteen when Lata recollects her past. Tragedy of losing 
Nina and mother occur while she is in her year of matriculation. She marries 
  
Anand the same year and after two years of their marriage she in the attack of 
schizophrenia ruins her own life by killing Anand instead of Mangaldas her devil 
father. Nina her elder sister’s activities of cooking, embroidery, growing plants, 
plucking flowers and caring for one and all carries no meaning in the present 
times. Cooking suggests nourishing life, growing plants suggests growth in life, 
embroidery suggests creating beautiful patterns in life, all these things turn out to 
be a paradox in her own life. Her life at her fathers’ house and at her eunuch 
husband’s house remains full of misery. She is raped by the gambling partner of 
her brother-in-law and also a friend of her father. She is then burnt alive when it 
was revealed that she was pregnant. There is no design or growth in her life. She 
is like a flower plucked premature. She was a silent sufferer. Throughout the 
novel her bangles become the metaphor of the jingling sound suppressed by 
Time and male dominated society. Through Nina the novelist perhaps is hinting 
at the vain efforts of women to create beautiful patterns in life. 
 
 Lata’s childhood memories are full of physical and mental pain given to 
three of them, Lata Nina and their mother. Abuses, insults, hatred, physical and 
mental atrocities are the only things that they have received in life. Beating and 
burning have got strong foot hold in Lata’s subconscious. Accumulation of these 
things have ultimately led her to a mental disorder where she is not ready to 
accept the unnatural deaths of her sister Nina and mother Kunjbala. The mental 
disorder is intensified to the extent where she feels that she has committed crime 
by marrying Anand and living a life full of love and care. She suffers from guilt 
conscience and invites her own miserable end. She thinks. 
 
Ketli sagavad hati gharma! Ketlu sajavelu hatu ghar! Eni 
pase sukha hatu, jivan hatu, ane pote e lokone visari gayi 
hati. Aparathbhavthi Latani akho asuthi chhalkai gayi. E 
hibaka bharine radvalagi, kashu ja pamya vina potani ma 
ane bahen pote kamote mrutyu pamya hata, ane pote 
  
badhu ja melvine sukhi hati. Sha mate? Sha mate? Shu 
Ishwar a bhayankar aparathni shiksha karshe? 
(How much comfort was there in this house! How 
decorated was this house! She had happiness, life, and 
she had forgotten them. Feeling of guilt filled her eyes 
with tears. She started weeping. Without gaining 
anything, her mother and sister had died unnatural 
deaths and she had everything and was happy. Why? 
Why? Will God punish her for this tremendous blunder?”) 
(MG 146) 
 
Lata is not able to accept the loss of her sister and mother. She held her 
father responsible for this. She had sleepless nights and nights seemed to her as 
never ending. She also was haunted by the spirit of the two. Adalja writes: 
 
Lata ketketla parishramthi kalnu toting chakra ena kshina 
shaktivala hatho vade mandmand ferve chhe. Ena 
tikshna dharval arao vade kshno chhedati jay chhe. 
(Lata with much difficulty moves the giant wheel of Time 
with her feeble hands. The moments are pierced by its 
pointed spokes.) (MG 111) 
 
Bangadino ranakar Latana kanma gunjava lage chhe. 
Mans balavani durganth Latana nakma bharay jay 
chhe…..ek karmic his sathe ma bahar fekay jay chhe. 
(Lata sees blood dripping from the open flesh of Nina’s 
half burnt body and hears the jingling sound of her 
bangles, smells the odour of burning flesh and hears the 
deadly cry of her mother.)(MG 116) 
 
  
Time has been ruthless to all the three women. But Lata being aware of its 
effects becomes a tragic character. Lata knows that she cannot reconcile with 
her past and live in the present pleasant moment. She confesses to Anand that: 
 
Taran pustakoma samagra brhamandni vato chhe, pan 
hu to a kshana bindu par sthir thaye shakti nathi. 
(In your books (there are things) of whole universe, but I 
cannot become steady on the point of this moment.) (MG  
114)  
 
It is not simply the fate of Lata but all modern human beings. Time has 
been cruel to Lata, especially her past. It haunts her to such a great extent that it 
hampers her present and future both without her being aware of it. Anand tries to 
bring her out from the horrifying effect of her past memories. He says: 
 
Tari sthiti samaju chhu Lata. Kya sudhi bhutkalne 
vagolya karish? Shairnu je anga sadva lage chhe ene 
doctor okapi nakhe chhe. Tu bhutkalne sadi gayela anag 
ni jem kapi nankh; nahi to enu zer jindagini nasenasma 
felai jashe Lata. 
(I understand your position, Lata. How long will you 
ruminate (your) past? A doctor cuts off the organ of the 
body that gets rotten. You cut off the past like the rotten 
organ; otherwise its poison will spread in each and every 
nerve of your life?) (MG 118) 
 
He makes tremendous efforts to explain to her that he is eager to think of 
joyous future with her. He says: 
 
  
Bhutkalna shabne dafanavi de Lata. Garbhamana 
shishuni jem bhavishyano have janma thavano chhe. 
Lata, hu ene mate adhir chhu. 
(Bury the word ‘past’ Lata now future is to be born like 
the child in foetus, I long for it.) (MG 125) 
 
From this it becomes quite evident that such a course of the novel is 
possible only due to certain adverse psychological effect imprinted in the 
subconscious of Lata. This effect later developed as a fatal mental disorder. This 
novel is a study in psychoanalysis. To intensify and concretize the adverse effect 
in the mind of Lata, the novelist executes repeatedly certain images, idioms and 
phrases. For example lighting of the lamp, photo of Goddess Amba, rosary and 
Tulsi-pot are the images associated with her mother, carrying spiritual 
implications of making the person morally and spiritually stronger. Also these are 
the objects which are an inevitable organic part of Indian religious and spiritual 
ethos. In the initial stage of Lata’s mental disorder she used to take recourse to 
these objects. In chapter 8 and 9, there are scenes in which we find her asking 
Goddess Amba to help her come out of the hallucination of seeing Nina and her 
mother moving in the house. For peace of mind she goes to the Puja room and 
lights a lamp and starts uttering the name of Goddess Amba, Jai Ambe, Jai 
Ambe, with her mother’s rosary.  For peace of mind she goes to the Puja room 
and lights a lamp and starts uttering the name of Goddess Amba, Jai Ambe, Jai 
Ambe, with her mother’s rosary. (MG 117) 
 
The above incident took place immediately after the death of Nina and her 
mother, when she was still at her father’s house. Once more this situation recurs 
after her marriage with Anand in her own house. That day she has discussion 
with Anand regarding the care she took in decorating their house. Unknowingly 
Anand had instigated her and the result of it was she had the fit of disorder when 
she was alone during night while Anand was out for some work. The 
hallucination begins: 
  
Ha, a maru ghar hatu. Bapnu ghar to matino timbo hatu. 
Zaghada…..galo, bidina vas mtra dhumada…. 
dhagdhagta dam….mani karun chiso… ninanu bali 
gayelu sharer… 
(Yes, this was my house. Father’s house was a heap of 
mud. Quarrel…abuses, stink of bidi (cigar) smoke….. 
blazing burns….mother’s tragic screams….. Nina’s burnt 
body……) (MH 135) 
 
Ghu ghu karto dariyo bari vate akha gharma fari valyo 
hato, pani vadhata ja jata hata. Lata panima fangolava 
lagi. Akha, kan, moma andhakar bharai gayo ane e 
dubava lagi. Koi bachavo re…..ene chis padi. Kathe koi 
nahatu eni bumo kon sambhale? Bachavo… bachavo…. 
dubta dubta ene haththi zava marya….he ma! Mane 
bachav. Jai Ambe, Jai Ambe. 
(The ocean water had rushed into the house from the 
window. She was hurled in the water. Her eyes, ears 
mouth were filled with water and she started drowning 
someone help me…. She shouted……Help Help……. Oh 
mother! Save me. Jai Ambe, Jai Ambe…… Water of 
darkness receded. Beads of rosary started moving with 
her shivering hands.)(MG 135-136) 
 
In both the above instances the objects like rosary, lamp, Goddess Amba 
gain symbolic significance and for a time being calm her disturbed state of mind. 
 
Adalja seems to have thorough knowledge of the functionaries of the 
psyche. For the gifts that Anand bring for Lata actually reactivate the past 
memories which have disastrous effects. Anand gives her some flower plants 
and a Tulsi plant. She is reminded of the flower-pots in the balcony of their 
  
house, how Nina used to water those and plants and when flowers blossomed, 
plucked them for Lata’s hair. She remembered how her mother used to worship 
the Tulsi plant, light a lamp there and at this very place she had fallen off the 
balcony and died. “She visualizes Mangaldas sitting in the chair, coughing….. 
Lata is startled. She recollects the face of Mangaldas who met her on the road 
just the day they inaugurated their shop. Her mind reacts in the following way; 
“Kampi uthela Latana hathmathi chhod padi gayo”.(The rose - plant falls from her 
shivering hands.)(MG 143) 
 
On another occasion when Anand goes to put a red rose in her hair she 
retorts angrily: “Mane valma Gulab nakhavanu bilkul gamut nathi.” (I just don’t 
like to put on rose in my hair). (MG 144) “Kundaoma ena smaranono ek ansh 
vavi didho hoi evu ene lagtu”. (She used to feel as though a portion of her 
memories was planted in those pots.) (MG 144) 
 
The act of cutting her own fingers and palm with the piece of glass which 
she broke by throwing flower and Tulsi pots at it, exhibits her last effort to 
challenge destiny and change her course of life. The palm on which she was 
given a burn in her childhood by her father as a punishment kept on reminding 
her that she still had to take revenge. Through this act she tries to challenge the 
lines drawn in her palm by Destiny (Vidhata). 
 
Besides these, Adalja profusely makes use of Gujarati idioms and phrases 
to either build the appropriate atmosphere or make a telling comment on the 
character. For example; Gai tithi joshi pan nathi vachato, (Let by gones be by 
gones or it is no use crying ever spilt milk), Bhunda thi to bhutey bhage 
(Everybody fears a serpent - bite), Mankad ne pankho Avavi (Newly acquired 
greatness) sinh ni khal (false bravery) and undi seh khay gayo (to be 
disheartened on getting checkmate.) 
 
  
 A uniform kind of pattern of Adalja’s handling of ‘Time’ in her narrative is 
discernible through the analysis of her Mare Pan Ek Ghar Hoy, Retpankhi and 
Matinu Ghar. Her next and the most recent novel Shag Re Sankorun ( 2004 ) 
also employs ‘psychological time’ to a very great extent. In comparison to her 
earlier three novels, this novel gains richness in appeal for its muticiplity of 
voices. Voices of Vasant Ami, Virendrabhai, Kusumben and doctor Bharucha, 
are interrelated with the thematic concerns of the novelist. Here the analysis of 
Adalja’s craftsmanship with regards to Shag shall be attempted. Like her earlier 
three novels past parvades the present in Shag Re Sankorun also. 
 
 ‘Polytemporal’ time scheme is adopted in this novel to show how past 
monitors the present life of Vasant, Ami and Meghna. Vasant is in her forties, 
Ami is twenty and Meghna is twenty two and half. The calendar time that the 
narrative encompasses is of one year. Within the span of one year, the life of 
about 25 years has been wonderfully narrated. There takes place a continuous 
shift from past to present and present to past. To achieve greater effect in this 
continuous shift, the novelist uses flashback, interior monologue, images, 
dreams, social beliefs and customs, religious rites and rituals and words, phrases 
and idioms that establish the novelist’s strong linkage with the Gujarati literary 
traditions. 
 
 Structurally, Shag consists of 28 chapters intricately designed and 
logically interconnected. The novelist has taken lot of care to maintain the 
interest of the readers. Not for a moment can one escape from the strong hold of 
the narrative. The novel begins with an incident in the present, which serves as a 
platform for Vasant to ruminate her past, that past which she had buried some 25 
years ago. It is Sunday morning and Guruji is to arrive at Krishnakant’s house the 
devout disciple, of Guruji, the religious head of vaishnav sect (sampraday). 
Krishnakant and Meghna were running here and there to see that nothing is 
missed out in the due hospitality of the revrend Guruji. Vasant had will – nilly to 
join them in the preparation. Ami remains indifferent to all the hustle and bustle 
  
going on in the house. The house is filled with people who have come to seek 
blessings from the Guruji. There is a rain of applause and praise being bestowed 
upon Krishnakant and Meghna. People also consider Vasant to be very fortunate 
for having Krishnakant as her husband. Vasant is hardly able to take this, 
because it is only she who knows what price she has had to pay for it. Ami is the 
first one to directly express her dislike over such activities being arranged in their 
own house without the prior consultation of her mother. Through an interior 
monologue we come to know about her contempt for the so called blind faith in 
religious rites and rituals: 
  
Sha mate ane ava kan karva joye ? Jyare ju0 tyare 
sadhubadhu ghrarma ghusi ave. Puja havan chalya kare. 
Pappa emna bedroom ma emna lalane uthade, jamade, 
podhade, e badhu judu. Meghna emni assistant 
manager.  
(Why should she do such work? Every now and then 
saint or no saint dash into their house. Worship and 
sacred fire (havan) go on. On top of this papa in his 
bedroom, would awaken his  child lord Krishna , lala, 
offer meals and send him to sleep – Meghna is his 
assistant manager.) (SS 2) 
 
 Ami’s dislike and ironic tone are explicit in the above interior 
monologue.Ami is clear about what she thinks believes.She is outspoken and 
bold.  
 
 Krishnakant’s affection for Meghna and his indifference towards Ami was 
the one thing that disturbed Ami a lot. Number of questions and doubts used to 
arise in her mind. And though there was hue and cry outside, she while standing 
in the balcony slips into her childhood days. Ami thinks: 
 
  
Meghna pappa ni dikari hati ane a gharni laxmi. To e 
shun hati? papa ni avi snehbhari nazar ke sparsh e kem 
kadi pami na hati ? 
(Meghna was papa’s daughter and ‘Laxmi‘ (wealth) of 
this house. Then what was she? Why had she never 
received her father’s sweet attention or affection?) (SS 2) 
 
 With such thoughts several scenes unfold before her inward eyes and 
make her sad. 
 
Bachapanma joyela ketlay drashyo manma ubhari avyan. 
Papa ane Meghna sathe hoy ane e ane mummy jane 
gharma ja na hoy ke pachhi jivanman pan ……  
(Many scenes that she experienced during childhood 
emerged in her mind. Father and Meghna both would be 
together and she and mother as if are not present in the 
house or even in life…..) (SS 2) 
 
 To Ami’s oscillation from past and present and present to past is added 
her mother Vasant’s journey of the like manner. When Meghna and Krishnakant 
both blame vasant for the outspokenness of Ami, Ami brings to the notice of her 
mother that she has never spoken for herself. Vasant’s voice, wishes, likes- 
dislikes and in fact her whole being had been subdued long ago. And then she 
enters into that past which could only cause her further grief. She examines her 
lovelorne life. 
 
Em to patie chhelle kyare namthi bolavi hati? ke chhella 
be shabdo premna kyare ke chhello kayane zankrut karto 
sparsh kyare ke pachhi ekmekne dhagdhagtun chumban 
ke gadha ashlesma ogalata be shariro… 
  
(When had her husband last called her by name? or 
when were the last two – three four words of love  uttered  
or when was the last touch that made her body thrill  or a 
burning / hot kiss to each other or two bodies embracing 
and melting into each other.) (SS 6) 
 
 Vasant feels that Ami is right ‘when had she spoken for herself?’ (SS 6), 
whether it was her mother– in– law or husband she had accepted their will. Even 
then when all of sudden her husband had said, she has to now onwards sleep in 
a separate bedroom’. (SS 5) 
 
 It is this Guruji who was responsible for putting her in this state of life. 
Twenty five years ago Krishnakant had gone to ‘chaitnyapith’ and under the 
guidance and influence of Guruji, had taken a vow of celibacy. And the same 
man who had brought utter grief, isolation and lovelessness in her life was in her 
house and she had to bow down to him and seek his blessings. She had the urge 
to throw down the trey of flowers held by Meghna and tell the whole world that; 
 
…..je vyaktie varsho pehala enu sarvasva chhinavi lithu 
hatu.  
(….this was the man who had years ago snatched away 
everything from her.) (SS 10) 
 
 The arrival of Guruji in her house is used by the novelist as a very 
significant incident in the narrative. It is because of Guruji that her husband had 
gone into mere ritualistic religious beliefs and practice. And it was also because 
of Guruji that Krishnakant her husband took the vow of celibacy and their married 
as well as family life was ruined. So the one had brought despair to her in life 
some 25 years ago, was to be respected and worshipped by the whole family. 
Thereby this particular incident serves as a pivotal point in unfolding the past 
  
before the readers. Structurally, it serves as a point of time for Vasant to stand on 
and look at the past. 
 
 Not only Guruji’s arrival but also his discourse serves as a platform from 
which Vasant begins her journey into the past. Guruji’s hypnotizing discourse is 
juxtaposed with Vasant’s recollection of the past. Guruji’s discourse was on 
carrying out actions that lead men towards achievement of infinite well – being 
and happiness. He expanded his speech on ‘karma’ non – attachment and 
ultimate happiness, a state of bliss. All these ideas that he preached turned out 
to be ironically fake, paradoxically wrong in the doubtful life of Guruji and his 
devout disciple Krishnakant. They talked about spritituality and non–attachment 
but their religious institution ‘vrindavan sankul’ became the place of power and 
money scandal amongst its board of Trustees. Guruji himself had decided to 
make Gopaldas his brother’s son his religious heir. On the name of educational, 
religious and welfare activities the instiution received large amount of donation 
which was chewed up by those influential trustees, and volunteers. The help did 
not reach the poor and needy. Krishnakant who called himself highly spiritual and 
pious indirectly encouraged the corrupt activities going on in the name of religion 
and welfare. While running behind spiritual progress of his soul he became blind 
towards his family and especially his wife Vasant and younger daughter Ami. In 
the race towards reputation and fame he forgot the care, and love that they 
deserved. His life proves to be a great waste in the end. His hypocrisy, ego–
centricism and self–centredness cause injustice to his three near and dear ones. 
It therefore becomes quite clear that the novelist employs ironical situations and 
verbal irony to bring about the satirical effect. Hence satirical tone pervades 
through out the narrative. Below are given two exmples of the above argument. 
 
 Ami ironically tells her mother sitting with her eyes closed in the kitchen 
engrossed in viewing her neglected and loveless youth; and not listening to 
Guruji’s preachings going on in the hall outside. The novelist, through Ami clearly 
  
expresses her attitude of sarcasm towards the hypocrisy of staunch Hindu 
religion.  
 
Mummy! Tu what is that ….ha vachanamrutnu pan karva 
bahar na gaye? Ab tera kya hoga? Swargnu reservation 
to gayu ja ne!  
(Mummy! you did not go out to imbibe ‘vachanamrut‘ 
(nectar of words / verbal)? what is that... yes? what will 
happen of you now? Reservation to heaven is certainly 
missed!) (SS 18) 
 
 At another instance the reader picks up the mocking gesture of the 
novelist when Vasant pointed out the oddity and impracticality of Krishnakant’s 
idea of sleeping in separate bedrooms so that he can shift the small temple into 
his bedroom. The dialogue itself is ridiculous: Krishnakant: 
 
Mare mandir bedroom ma rakhvu chhe. Ek palang kadhi 
nakhshun barabar? 
etle? 
Vasant pachi ahi apanathi patipatni tarike na rehvay, pap 
lage. E to bhagvanno avas, 
Kevi vat karo chho? To apne kya suyeshu? 
akli na tha. Navi vyavastha vicharvi to pade ne! Tu 
mehmanona bedroom ma …. 
Krishna ! Apne juda suvanu? 
gandi re ! Apna bedroom alag chhe ethi atma thoda juda 
thay chhe? 
                   (I want to keep the temple in the bedroom. Will it be 
alright if one bed is removed? 
Means? 
  
Vasant, we cannot then live here like husband and wife; it 
will be a sin. It is a sin.  
This is God’s dwelling. 
What do you say? Where shall we sleep then? 
Don’t get impatient new arrangement has to be thought 
of! you in guests’ bedroom…. 
We have to sleep separate? 
Crazy! (woman) our bedrooms are separate does not 
imply that our souls are different?) (SS 13-14) 
 
 The novelist remarks: And in this way, she had moved out of her 
husband’s bedroom and gradually from his life too. (SS 14) What is being implied 
from the above two instances is life after death is given more importance than 
living during this life in this world. Union of souls is extravagantly uttered in a 
phase where union of body and mind is yet not acquired. Krishnakant’s 
involvement in the pseudo religious and spiritual activities is contrasted with his 
illogical and inhumane attitude towards his wife and daughters. 
 
 Parallelism and contrast is another device exploited by Varsh Adalja in this 
novel. The marital disharmony of Krishnakant and Vasant, the parents of Ami, is 
contrasted with the harmonious married life of Virendrabhai and Kusumben, the 
parents of Chaula, who is Ami’s friend. Ami compared the lives of these two pairs 
of parents. 
 
A badhi jawabdari matra mummyni? Papa nu contribution 
shun? Matra paisa apvanu? To bindas ekla rehvu shun 
khotu hatu? 
(Were all the responsibilities only mother’s? What is 
father’s contribution? (is it) only to give money? Then 
what’s wrong in living alone, a carefree life?) (SS 83) 
 
  
Pan chaulane ghare jati ane dwithama padi jati. 
Virendrabhai ane Kusumben na dampatya jivanma ek 
sahajta hati. Paraspar prem sathe man 
(But when she went to Chaula’s house she would be 
confused. There was naturalness in the matrimonial 
relation of Virendrabhai and Kusumben. (There was) 
Mutual love with respect) (SS 83) 
 
 Dream also happens to be structurally a very significant recurrent device 
to emphasize the theme of the novel. In this novel psychologically, dream is 
interpretated as the projection of the subdued will lying latent in the 
subconscious. Ami is her mother’s daughter and father has always ignored and 
insulted her. She loves and cares for her mother but does much more from the 
day she comes to know that she is an unwanted child of her father. Her father did 
not consider her as his daughter but the result of her mother’s lust for him. She is 
tormented as a child born from a sinful activity for she was conceived when her 
father had vowed to observe celibacy and her mother not knowing this made love 
to him in an extremely passionate moment. Ami then onwards spends more time 
with her mother and takes her out for a film. They watch an English film named 
Bridges of Medicine County. The theme of the film reinforces the theme of the 
novel. The story of the film was that a woman is choking in the cage of marriage. 
Another man enters in to her life and invites her to fly in the sky with him. The 
woman has to choose one of the two; husband and lover.  
  
 This story within the story is further operated by the novelist as a scene 
that Vasant twice dreams of: once in chapter nine, the night of the day on which 
she had watched the film and the second time in chapter twenty eight, towards 
the end of the novel. The first time she was awakened by Ami who gave her lot of 
warmth, consolation and comfort. Ami knew that her mother had been taken to 
remand for having watched such a film. Ironically towards the end, she is woken 
up by Meghna who has brought tea and breakfast in her room. Earlier she had 
  
only one daughter on her side to understand the wrong done to her by their 
father, but she had now both the daughters with her. And after then the same day 
Vasant announces to her husband that he must henceforth make his living 
arrangement elsewhere, out of this house. 
 
 What is suggested by this recurrence of the dream is the ironical twist in 
its end. The heroine of the film steps out of the house and has to decide and take 
a route whereas Vasant does not step out of the house instead makes her 
husband leave the house. Feelings and dreams of her lovely home remains 
intact in her inspite of this. Though one of her dreams that is of fulfillment in love 
remains unaccomplished, another dream of complete motherhood is 
marvellously achieved. 
 
 Language of this novel is full of spiritual and religious words apart from her 
regular usage of Gujarati idoms. Lines from Kabir and Narsinh are used by the 
Guruji to emphasize his viewpoint of offering everything to God. Also Sanskrit 
sloka from Upanishad is used by Guruji to explain the definition of religion. So it 
would be quite appropriate to say that the language used by the novelist is 
inaccordance with the theme of the novel. The following idioms and proverbs are 
an example to the above point. Pani Mukvu ( to take a solemn vow ) kadva ghunt 
pi java ( to pocket an insult ) kothi thoye kadav nikley ( to carry coals to new 
castle ) kundala ma pag padvo, surajni sakhe ane tamba na patre, panimathi 
pora kadhava, madaganth, sappar ( auspicious ) masrun, runanubath etc.  
 
Revelation, which epitomizes the bible, puts our fate into 
a book, and calls it the book of life which is the holy city. 
Revelation answers the command, 'write the things which 
thow hast seen, and the things which are, and the things 
which shall be hereafter' - 'what is past and passing and 
to come-and the command to make these things 
interdependent. Our novels do likewise. Biology and 
  
cultural adaptation require it; the End is a fact of life and 
fact of imagination, working out from the middle, the 
human crisis (Kermode: 58) 
 
Many great poets, writers, and philosophers have discoursed over 
the end of an epoch, an age, an empire, culture, civilization, ideologies, and 
so on. Beginning of this world and its reality has ever been a question for all 
intellectuals and so is its end. The Books of Bible provide a general pattern 
of a Beginning, middle and an end. 
 
The Bible is a familiar model of history. It begins at the 
beginning ('In the beginning...) and ends with a vision of 
the end ('Even so, come, Lord Jesus'); the first book is 
Genesis, the last apocalypse. (Kermode: 6) 
 
Though Arislotle rejects the belief in end of the world, he accepts the end 
in the plot. (Kermode) The rectilinear plot structure suggested through the Bible 
is well applied to plot in novel. In the beginning we are exposed to a kind of 
tension which gradually intensified to be turned into crisis in the middle which 
then culminates in the end. A certain consistency and harmony blend the three 
into a unified whole. Each part of the plot structure has its own importance and 
relevance for the work, but a striking beginning and a poignant end makes the 
work actually noteworthy. The end of the novel makes clear the vision of the 
novelists and also their perception of reality. Reading is a kind of journey for the 
reader which ends with the end of the novel and sometimes goes on beyond that 
too. It is in this sense; the end has a specific significance, for it is the end which 
lingers in the mind of the reader, long after the reading is over. The ends may not 
always be fulfilling the expectations of the readers, they may be unusual and 
shocking too, but so is reality of life. Interpretation of end depends on the 
sensitivity and receptivity of the reader too. 
 
  
This is an attempt to interpret the ends of the selected novels of Desai and 
Adalja. The process of interpretation of ends will enable me to make a fair 
judgement of the tragic vision prossessed by the two novelists. Reality of life is a 
mysterious thing for every novelist. Discussion of the ends will be helpful in 
understanding the realism discerned by the two women novelists Anita Desai and 
Varsha Adalja. 
 
As mentioned above, the end is logically arrived at from a kind of crisis 
that each protagonist of Desai and Adalja undergo. It is interesting to note how 
particular event suggesting the moment of crisis which becomes nemisis fro a 
certain kind of end. This concept of Kermode uses the Greek word 'Kairos' which 
means 'moment of crisis'. (Kermode: 47) This ‘Kairos’ is firmly associated with a 
specifically modern sense of living in an epoch-when ‘the foundations of life 
quake beneath our feet’. (Kermode: 47) The 'Kairos’ leading to the curious end of 
the novel can be explored thus. 
 
Desai's Cry, the Peacock, ends in a ambiguous way. Maya, the 
protagonist who has turned an emotional wreck, kills her husband Gautam, by 
throwing him off the terrace. She is then taken to her father's house and her 
mother-in-law and sister-in-law converse that she'll have to be sent to an asylum. 
But just after this a cry is heard from the room at the top and the two ladies go up 
stairs. The novel ends with sister-in-law of Maya, looking through the door at two 
figures in the open balcony and then “they met for an instance, there was silence, 
and then both disappeared into the dark quiet. All around the dark was quiet 
then." (CP 218) 
 
The novel does not end with the death of Gautam; it is prolonged a little 
and ends with the ambiguity of the 'disappearance of both into the dark quiet.' 
Does Maya jump from the balcony along with her mother-in-law? or she jumps 
alone and then Nila and her mother disappear. Perhaps the first interpretation is 
an implied possibility. But nothing can be said for sure from the above sentences. 
  
The end is an open-ended one and it is left upon readers to make whatever 
meaning he/she wants to. 
 
Death of Toto, Maya's pet dog in the beginning of the novel functions as 
the 'kairos' in the novel leading her to a highly disturbed state of mind and 
reminding and reinforcing the astrologer's prophecy of ultimate truth of life that is 
death. Her love for living compelled her to kill Gautam and her death phobia 
perhaps leads herself towards disappearance. Thus Maya's cry for love and life 
remains unheard and unanswered. 
 
Sita, the protagonist of Where Shall We Go this Summer is again a victim 
of the existential anxiety corroding the very identity and existence of a person. 
Unlike, Maya and Monisha, Sita does not suffer from the pangs of unfulfilled 
motherhood. Yet like the earlier two protagonists, Sita too suffers from unsuitable 
marriage, with Raman. After her father's death, She contemplated numbly, 
staying alone into old age out of not knowing what else could be done with one's 
long life, when Deedar's son come to cremate her father, shut the house, fetch 
her away, send her to college hostel and finally - out of pity, out of lust, out of 
sudden will for adventure and because it way inevitable - married her. (WS 99) 
 
Such a marriage did not yeild any thing pleasant to her, but it proved 
'empty and meaningless (WS 100) She craves love beyond flesh, while her 
husband rushes madly after the physical love. She wishes to escape this binary 
polarisation and decides to go to the island, her childhood fantasy place. She has 
four children and is utterly broken down due to her incompetenc to manage the 
world of social liabilites and mental fatigue. But the Manori island has also 
disillusioned her and she realizes her mistake and misjudgement in coming here 
from the city of Bombay. And so when Raman comes to meet their children she 
readily walks behind him to go back to the earlier dull and callous world. The end 
of the novel is a step of the novelist towards a compromise, acceptance of life 
situations as they are. A sure sign of positivity is discernible in the end of the 
  
novel. Speaking about the conclusion of the novel, Suresh Kohli rightly points out 
that as compared to the earlier works there is one distinct change: 
 
Sita neither dies in the end nor kills anyone nor does she 
become mad. She simply compromises with her destiny.  
(Kohli: 3) 
 
'Kairos' comes to Sita in the form of fifth pregnancy at the age of over 
forty. She does not want to bring the child into a world which is so disorderly and 
violent. She aspires to go to a place where she will never have to give birth to the 
child. Ultimately, she reaches a solution for the good of herself and betterment of 
her family to come out of her fantasy and start living in the world of reality as it is. 
It is the acceptance of compromise with reality that gives uniqueness to Sita’s 
character amongst all the women characters of Anita Desai. 
 
 Nanda Kaul, an old woman, has had too much of the world with her and 
so longs for a quiet retired life at Carignano. Like, Maya, Monisha and Sita 
Nanda Kaul, though an elderly lady has had a traumatic experience as a wife of a 
vice-chancellor. The lifelong faithlessness of Mr. Kaul to Nanda Kaul and the 
hypocritical situation force her to avow this severance. She wishes to be left to 
herslf without being bothered by her family. So after the death of Mr. Kaul she 
lives at Carignano in the hills of Kasauli. She is disturbed greatly on getting the 
news through letter of Raka's her great grand daughter's arrival at Carignano. 
She feels as though her privacy is fiercely attacked. In the end she gets two 
news from two places and she is left on the chair almost faint or unconscious. 
The news of Ila Da's death (murder, after rape, assault) shatter her whole being. 
On the other hand Raka is shown shouting to her nani, that she had set the 
forest on fire. 
 
When asked by Feroza Jussawalla the meaning behind Nanda Kaul's 
death, or suicide in the fire, Anita Desai has replied: 
  
I never meant the book to end in suicide or even death. 
I'm perfectly ambivalent about the ending myself 
(laughter). I have no idea what happens to Nanda Kaul 
(...) I don't visualize her end. It's over for me with that fire. 
(Jussawalla and Read: 166)  
 
It is interesting here to note that whilst readers may tend to finalize the 
narrative by assuming the death of the protagonist, the author herself has denied 
closure and has left the text open to a plurality of future possibilities. With the 
letter of Raka's arrival at Kasauli, Nanda's 'Kairos' begins and gets resolved with 
Raka setting fire to the forest. The end of the novel presents the tragic view of  
life, in which innocent people are bound to suffer  and pay a heavy price for their 
goodness. Since the novelist herself has denied the death of Nanda Kaul, the 
reader infers that she has fainted having heard the news of is Ila Das’s murder.   
 
The end of Clear Light of Day has in fact cleared away all the 
misconceptions and misunderstanding that prevailed between two Das sisters, 
Bimla and Tara. Bimla who has assumed the role of the head and care taker of 
the family feels that her sister Tara and brother Raja have betrayed her. Her 
sacrifice as a young ambitious woman goes unrewarded. But the arrival of Tara 
forces her to reconsider her past. In a way Tara's arrival from Ceylon works as 
'Kairos' and it is this event which stimulates both the sisters in relocating their 
positions in the family relationship. They are exposed to revalue their childhood 
experiences and make meaning out of them with fresh perception. Each 
reconsiders the importance of the other in shaping each one's own identity. 
Therefore the end of this novel is highly optimistic and shows a way towards 
understanding of history in proper perspective. Bim in the end attains an 
authentic self-hood after having confronted being and becoming. Here is a 
passage which justifies the title and the end of the novel: 
 
  
 Everything had been said at last, cleared out of the way 
finaily. There was nothing left in the way of a barreir or a 
shadow, only the clear light pouring down from the sun. 
They might be floating in the light - it was as vast as the 
ocean but clear withouth colour or substance or form... 
They found courage after all to float in it and bathe in and 
allow it to pour on to them, illuminating them wholly a 
single shadow to shelter in (CD 177) 
 
Desia's vision in this novel is optimistic and sunny a new vision of the 
sense of self amidst the starkness of temporality. 
 
From the discussion of the ends of the four novels of Anita Desia an 
analysis can be made of her tragic vision of life. Out of the four protagonists of 
these novels Maya becomes totally insane and kills her husband, Nanda Kaul is 
shocked and shattered by the brutal rape and murder of Ila Das whether she dies 
or is alive, cannot be said for sure. Only Sita and Bim strauggle to survive in a 
better and healthier mental, moral and spiritual state of being. Though a clear 
pattern from pessimism to optimism is discernable most of the endings are tragic. 
The characters break but do not bend against the hostile social, psycholigcal and 
emotional forces. This perhaps is considered heroic by the novelsit, Anita Desai. 
Also each protagonist faces a critical moment or 'Kairos' which gradually pushes 
each one of them towards the fatal end. 
 
Leena the protagonist of Mare Pan Ek Ghar Hoy is very much like Desia's 
Bimla of Clear Light of Day. Leena is forced to give up her higher education and 
her other interests for the sake of her sick sister Surekha. She goes on making 
sacrifices of her personal aspirations and dreams to the extent that Surekha 
marries Anupam a colleague of Leena whom she loved very much. In the end 
Surekha turns totally neurotic and is to be sent in an asylum. The novel ends with 
Anupam and Apurva both under the care and concern of Leena. In this way the 
  
lost world for Leena is no doubt regained but its happiness is not bestowed upon 
her naturally but it seems that it has been temporarily leased to her. The novelist 
tries to strike a happy not in the end but not without a pinch of something not 
complete and wholesome yet. Leena's dreams are fufilled at the cost of 
Surekha's insanity gives the novel a tragic end. 
 
Retpankhi is a further continuation of the earlier theme of the unfulfilled 
wishes or dreams. Sunanda, has to face many problems in life, as an orphan 
child, as a second wife of Jagmohandas, as a step mother, of two young 
children, as a young woman who felt attracted towards a man, not her husband. 
She succeeds in playing all these roles efficiently and surrenders to the will of 
desting by accepting finally to become a mother of Seema, the daughter of Tara, 
also a schrizophenic patient and the cousin sister of Sunanda. The novelist has 
tried to show a woman who uplifted herself from her desire to love someone and 
be loved by someone. She has been able to achieve this because she had a 
strong moral and spiritual background of her saintly uncle. She trascends all the 
physical needs of a human body and accepts a way of life which only 
strengthened her spiritual being. The end appears quite realistic, in accordance 
to what she had learnt and imbibed right from her childhood, through the shlok 
(hymn) that she incessantly heard from her uncle: 
 
Shubham Karothi Kalyanam, Aarogyam Dhan Sampada 
 Shatrubaddhi Vinashaya, Deepjyotirnamostute. 
(I pray to the light of the lamp for my well-being and 
welfare, good health and fortune, and to extinct the evil in 
me.) 
 
Matinu Ghar, the title itself is symbolic of the brittleness of a house which 
is made up of mud. Lata, like Maya of Desai's Cry, the Peacock, has become a 
victim of schizophrenia. The brutality and atrocity of her father Mangaldas have 
created rashes in the mind of Lata right from her childhood. With the murder of 
  
her sister Nina, and accidental and unintentional murder of her mother by her 
father, she arrives at ‘Kairos’ which never finds a resolution. She becomes a total 
neurotic. One day while trying to kill her father, she inadvertently smashes the 
head of her husband Anand. In this way she in a state of frenzy brings a 
complete ruin of her home. She had managed to build a happy healthy life with 
Anand but destiny does not allow her the full enjoyment of it. She is left in the 
hospital under the care and treatment of Dr. Desai and Dr. Bhalsani, a 
psychiatrist. The vision offered in the end is; social forces, human psyche, the 
subconscious mind and destiny play important role in shaping the life of human 
beings.  
 
Vasant, the protagonist of Shag Re Sankorun, a mother of two young 
daughters faces an unusual kind of problem in her life. She is at war with her 
husband's staunch behaviour and belief regarding religion. The worship of lord 
Krishna and the promise given to the dying mother by Krishnakant, to devotedly 
worship lord Krishna, begin chaos in the life of Vasant. Guruji’s arrival in their 
house serves as 'kairos' in vasnat's life which ends with her asking Krishnakant 
to leave the house. The end is a bold step of a 'new woman' who not only lives a 
respectable life but also teaches her daughers to carve their own paths of self 
progress and not to surrender and suffer under the strangling principles of 
patriarchy. Vasant stands for  that mode of life which goes towards individuation. 
 
The analysis of the discussion of the ends of the novels of Varsha Adalja 
reveal the woman's unflinching faith in herslef. Not a single protagonist of Adalja 
compromises at the cost of her womanhood. They struggle to achieve their 
dream world but in the moment of crisis do listen only to their voice of 
conscience. 
 
A comparison of the ends and thereby the vision of the two novelists show 
their similarities as well as dissimilarities. Both the novelists share a tragic sense 
of an ending not a single novel of either novelist ends with a happy note without 
  
the feeling of having lost something. The novels like Where Shall we Go this 
Summer, Clear Light of Day, by Desai and Retpankhi and Mare pan Ek Ghar 
Hoy, by Adalja, do seem to end with a sort of optimism, a sort of gain, but not 
without having paid a heavy price for it. Desai's view of the world is surely more 
pessimistic in comparison to that of Varsha Adalja. Yet, Desai's visionary 
movement is definitely from pessimism to optimism. Adalja's view of the world is 
not utterly hopeless as that of Desai. Both end their novels with a sense of tragic 
loss, but with Adalja there still remains a stray hope of continual of life and surely 
a better life. Not a single protagonist of Adalja commits suicide. Only her one 
novel Matinu Ghar leaves a more tragic feeling of great loss of energy and value 
in life. There are three unnatural deaths in this novel and the portagonist 
becomes schizophrenic, arousing great sympathy and awe of the readers. To 
sum up the present discussion on comparing the vision of reality, if that vision 
were based on a certain gain an loss in life than it can be said that in the literary 
world of Adalja there is some loss and some gain where as in the literary world of 
Anita Desai, there is all loss and no gain for an individual. 
 
What was proposed in the beginning of this chapter with regards to the 
reader's dissatisfaction can well be justified by Kermode’s general statement 
about modern fiction, which is very much applicable to the novels of these two 
novelists; "The reader is not offered easy satisfaction, but a challenge to creative 
co-operation". (Kermode: 19)  
  
To conclude the present chapter it would be quite right to say that the 
concerns of Desai and Adalja are similar but their manners of delineating those 
feminist concerns are different. Desai’s literary urge finds its vent quite early in 
her childhood, that of Adalja finds its expression quite late when she was grown 
up and married.  Since Varsha Adalja happens to be an experienced stage artist, 
her prose is fraught with dialogues interspersed with interior monologues. The 
basic difference that strikes us is that Desai’s prose creates an impression of 
literary language where as Adalja’s prose gives the impression of non-
  
literariness, i.e to say it comes closer to conversational language. Adalja’s prose 
has the flavour of natural language spoken by the people and given an 
occasional literary  touch. Another reason for her prose being less literary is that 
most of her novels are meant for either papers or magazines. And hence, the 
landscape and rich imagery that play a vital role in Desai’s narrative are not 
much developed in Adalja’s narrative. Not that they are not at all used but that 
they are not as significant as they are in Desai’s narrative. Desai’s novels abound 
in imagery, Adalja’s novels abound in idiomatic expressions. The idioms and the 
phrases lend richness to her prose and specific quality of the regional language 
too. She seems to be aware of “language as the carrier of culture”, while 
appropriately using the idioms in her novels. Titles are examined to discover their 
feminine sensibility, Time factor, its role and effect on the protagonists as 
explored to judge the novelists’ perception of time and finally their 
comprehension of tragic vision. 
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CHAPTER VI 
 
  
CONCLUSION 
  
 
            It cannot be said for sure if Rabindranath Tagore looked back at 
Goethe when he formulated his notion of Vishva- Sahitya. But there is no doubt 
that his notion did spell what we of late have come to understand by 
‘Comparative Literature’. Comparison allows different literatures to be placed 
together and in the process mutual illumination takes places. It is such a human 
endeavour that immediately brings to the mind a feeling of liberation, of such gain 
in space and scope as one feels on entering a larger and more airy room. 
Comparative Literature has opened up various avenues of research. It 
encompasses everyman and all his aspects in its domain. Comparative Literature 
is acclaimed throughout the world, the reason is it has led to interesting 
interdisciplinary studies. It admits folk, oral, translation, cultural, media, film and 
many other studies. It gradually diminishes the distance and difference between 
popular and elite literature. India with its diverse cultural and literary traditions 
provides a large scope for comparative studies.  
  
            Progress of society is judged by the status women have in the particular 
society. Presently novel has proved to be the best medium of presenting the 
society which invariably records the changes in the statusquo of woman. The 
proper study of womankind is woman. (Just as proper study of mankind is man) 
Novels written by men as well as women from the time this genre became natural 
to our nation, have woman as an issue. Most men writers because of their 
patriarchal drives, could not give a real and fair picture of woman. Behind their 
portrayal of woman and her problems there was always a hidden tone of male 
dominant norms of idealism even while trying to bring in a change or a reform. In 
spite of woman’s right to vote and right to property and other social security, the 
position of woman in India is pathetic. Woman belonging to any class is exploited 
  
and victimized. Educated, illiterate, rich, poor all alike are trapped in the prison of 
patriarchy. Indifference to Gujarati women writers in the literary history of Gujarati 
literature is a proof enough. 
  
            The preceding study in thematology or Vastutattva reveals significant 
similarities of themes employed by Desai and Adalja. Both the women novelists 
respond to the problems of women in an analogous manner. Three out of the 
four selected novels are focused on strained relationship between husband and 
wife. Maya and Gautam (CP), Sita and Raman (WS) Nanda Kaul and Mr. Kaul 
(FM) have not lived a happy fruitful married life. Bim (CD) never married. One 
novel (CD) is focused on the changing norms in the relationship of the siblings, 
who never received parental love and care. Two out of the four selected novels 
by Varsha Adalja are on strained relation of husband and wife. Kunjabala ( Lata’s 
mother) and Mangaldas, (MG) Vasant and Krishnakant (SS) do not experience 
happy harmonious married life. One novel (MH) of Adalja deals with sibling love 
– hate relationship. One of her novels (RP) deals with the woman’s struggle 
against fate and patriarchal world. The underlying unifying principle of these 
themes is motherhood concept which is so much ingrained in the psyche of 
Indian woman that one cannot easily do away with it. Maya turns mad since her 
love remains barren, she is childless. She in fact kills the person who is unable to 
make her a mother. Sita has given birth to four children, is about to give birth to a 
fifth child but motherhood, she has not actualized. So is the case with Nanda. 
Pregnancy and parturition alone do not make a woman, mother. Only Bim who is 
an aged spinster actually rises above all the earlier characters of Desai due to 
her motherly, all encompassing, forgiving love for her family. It is here that the 
concept of motherhood expands to the concept of ‘ vasudhaiv kutumbakam’. She 
looks after the servants and pets of Hyder  Ali after their departure to Hyderabad. 
Desai seems to have problematized the concept of motherhood. Adalja seems to 
assert the concept of motherhood. Leena, and Sunanda become surrogate 
mothers to Apurva and Seema respectively. Desai’s Bim and Adalja’s Leena and 
Sunanda are surrogate mothers. On the other hand Desai’s Nanda and Sita 
  
though biologically they are mothers of several children they have not actualized 
motherhood. Nanda’s loveless life and Sita’s wish to go beyond flesh have 
problematized their motherhood. Yet Sita survives due to her realization of 
responsibility towards her children, Nanda perishes in self–deception. Adalja’s 
two women in similar situation evolve differently.  Kunjbala and Vasant sustain in 
their loveless lives only due to their daughters; Nina and Lata, Meghna and Ami.  
  
            Besides the themes of marital disharmony, motherhood and sibling 
relationship leading to a wider vision of Vasudhaiv Kutumbakam, Desai 
inculcates philosophy, of Bhagavadgita in CP, existential philosophy and biased 
perverted views on Gandhi and Gandhian philosophy in WS, ‘varnashram’ 
system in FM and ‘Brhamavadini’ ideology in CD. Parent children relationship is 
also a major theme pervading all their novels. Affectionate, healthy tie between 
the two is not found in any of Desai’s novels. Maya is loved much by her father 
but she is over protected and over pampered. Parent children relation is not a 
problem in Adalja’s novels. Leena (MH) suffers from partiality of her parents but 
she is certainly loved by them. An orphan like Sunanda (RP) has been loved by 
her uncle. Lata (MG) and Ami (SS) are fortunate to have received love of at least 
their mothers if not both the parents. Adalja too uses Indian philosophical and 
spiritual background in RP through the recurrence of the hymn ‘shubham’ karoti 
kalyanam, which becomes the sole factor of Sunanda’s spiritual consciousness. 
The motif of ‘Shakti and Shatru’ is developed in Adalja’s MG. Pseudo religion and 
superficial religiosity becomes the target of Adalja’s gentle satire and the practice 
turns out to be farcical. 
  
            In place of this, religion based on humanism is very strongly advocated 
through number of voices; that of doctor, Chaula’s parents and Ami’s interest in 
the welfare activities for the poor and needy. Desai’s Clear Light of Day is a step 
towards universal brotherhood and Adalja’s Shag Re Sankorun is a step towards 
universal humanism, as world religion. Shag Re Sankorun is a leap from 
orthodox ‘Vaishnav’ religion of ‘Vaishvik chetna’. Hindu Muslim unity is suggested 
  
by both the novelist in a way of marriage. Raja (CD) marries Hyder Ali’s daughter 
Benzir and Nirufoi (Lata’s aunt) (MG) marries a Muslim teacher. 
  
            Most of their characters are the victims of the patriarchal society and their 
own selves too. Desai’s characters are lonely and under some existential spell 
while Adalja’s characters show inherent strength to struggle against inner as well 
as outer adverse circumstances. Both the novelists deal with the frustrations of 
women in an authentic way and do justice to their sensibility. Hallucination and 
phantasmagoria are the common characteristic of Maya (CP) and Lata (MG). In 
expression of female sexuality Maya, Sunanda and Vasant share amazing 
similarities. Nanda Kaul (FM), Kunjabala (MG), Vasant (SS) do not receive love 
and care from their husbands, though reasons are quite different.  All these 
women in their various roles are in search of their respective identities and 
purposes in life. But the basic difference still remains between the characters of 
Desai and Adalja which is strictly based on their will to act, or that which Arnold 
termed as “our sense of conduct”. Desai’s characters belong to upper class 
whereas Adalja’s characters belong to upper middle class, lower middle class 
and lower class.Due to the difference in the class to which these women belong, 
Desai’s characters do not have to face economic crisis. Adalja’s women have to 
struggle hard against these forces also. Desai’s women are extremely introverts 
and are not average human beings. Most of them lack purpose and 
determination. Bim is different; she says ‘I want to do something’. Very little 
sense of conduct appears in Maya, Sita and Nanda. Adalja’s women possess the 
purpose and determination, ‘the will to act’ or ‘the sense of conduct’ which 
becomes their savior. With Desai, it is only Bim, who shows daring of imbibing 
new way of life. With Adalja’s we have Leena, Lata and Vasant who have shown 
courage to break the pattern of life forced upon them. Leena earns and protects 
her family, Lata rebels against her father, leaves him and helps Anand in his 
business, Vasant is economically dependent on her husband but has made him 
leave the house (a sort of separation) and still provide for the family. Vasant 
emerges as a woman aware of her legal rights. Though over forty, she is a ‘New 
  
Woman’ along with Desai’s Bim. (Though Desai dislikes labeling). Adalja’s Lata 
by going to the cemetery on her mother’s death and lighting her pyre, she breaks 
the social code of conduct and expresses her rebellion against the patriarchal set 
of norms. Such actions of revolt or rebellion are not found in Desai. Even sexual 
harassment does not take place in Desai’s novels, whereas Nina (MG) & Tara 
(RP) are sexually molested by men other than their husbands and Kunjbala is 
sexually harassed by her own husband. The depiction of such grass root reality 
is missing in Anita Desai. Desai’s characters are hypersensitive and except Lata, 
Adalja’s characters are cool – headed and not hypersensitive. All these women 
protagonists are untraditional in their perception of womanhood. 
  
            With regards to their craftsmanship both the novelists have appropriated 
their respective languages to reveal their thematic concerns. Their craftsmanship 
admirably unfurls the emotional states and moods of their characters. Poetic 
prose becomes a powerful literary medium for Desai, whereas Adalja’s prose 
devoid of extravagance of literariness is an example of more humble writing of 
entertainment and instruction. Adalja’s prose bears the impression of dramatic 
elements. Her language adapts itself to the changing situations and characters. 
Her use of language exhibits her awareness of the natural development of 
language as believed by Qazi Saleem that languages are made and unmade in 
the streets and not in the private chambers of the bourgeoisie. What Desai 
achieves through opulence of images, Adalja achieves through economy and 
restrain. Both of them have used the modern concepts of time and devices like 
illusion, dream, nightmare and hallucination. The impression one forms on 
reading of these novels is, Anita Desai is modern in her overemphasis on 
articulation of writing whereas Adalja appears to be postmodern for it is ‘what’ 
that matters in Adalja and it is ‘how’ and ‘why’ that matters in Desai. With one 
more statement I shall close the comments on comparison of the two women 
novelists as artists; Desai to her credit has the joy of vast construction where as 
Adalja has the fulfillment of small creation.  
  
             The present comparative study of some of the novels of Anita Desai and 
Varsha Adalja has aimed to place the Indian women writers of fiction in a critical 
perspective, and indicate the significance of this writing in formulating a new 
feminist consciousness in keeping with changing times. These two women 
writers are not armed with any overt feminist political propaganda but are 
strongly informed by a feminist consciousness which gets embedded in their 
novels. Through creating protagonists who move from victimization to self–
assertion, Desai and Adalja have provided a pattern for the consciousness of the 
contemporary Indian women. Through their narratives, they project a positive 
image of Indian women, (Maya to Bim and Leena to Vasant) one which refuses 
to stereotype women into postures of dependence or subordination. Anita Desai 
and Varsha Adalja through their writings have carved a niche in Indian English 
Literature and Gujarati Literature respectively. By placing them together in this 
research study, it is hoped that the ocean of Comparative Indian Literature will be 
richer by an iota.  
 
This study is a point from where further future studies can be extended. 
Anita Desai can be compared to various other Indian and non-Indian women 
writers. In the same way Varsha Adalja can also be studied in comparison to 
other Indian and non-Indian writers. Adalja has written a sizable number of 
detective novels which also could be studied as a different type of novel 
demanding altogether different skills. This kind of novel writing is quite 
uncommon amongst Gujarati women writers. The two novelists could also be 
studied linguistically, to interpret the naunces of their language semantically. 
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